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CHAPTER TWO: PART i 


FIGURE CONSTRUCTION 


BY JIM CALAFIORE 


Of figure oon&trucficn be as 
specific to an artist as his style. It's a n^aifer 
of finding a comfortably process that is also 
somewhat tima effident (esfiectally when working on a 
monthly tlilc)^ Ttiia is how I do it from scratch. 

Befora we begin: This is noTan aitatomy lesson. There’s 


itof onough room to evert be^n ta explain that subject. 
I sTrettgfy recoir mead that you findsome txtoicsooi hitman 
anatomy and figure drawing. And if any schoctsorstudios 
in your area offer life-drRwing classes, sign tip tor fhem. 
Why? Because we have fa grasp the basics. We to 
undorstand structtire before we can distort it. 


WIZARD BEST OF BASIC TRAINING 


PROPORTIONALRESPONSE 


Using the height of a human head as a unit of measure, the 
average person is between seven and eight heads talL give or 
taka, fiutvro'renot drawing roal people. WcVoall soono wide 
variety of body proiiortions in comic books, depending on the 
artistj ovorything from realistically rendered to pin-headed 
bohomoths. It's up to you to decide which approach works best 
for you, but there are tiin-es when reality jusi wan''t do. The 
Hulk, for example, would look just like anotlier puny human 


in roahwortd propertrons, no matter how bulgingtho muaclcs. 
Ifstha larger size of his body compared to his head that gives 
him his groat bulk (He should also be drawn Farger overall, 
and nr usually enlorgc bis hands and feet oven moro,) Thor 
iu^t wouldn't look right if his shnuld'ers weren’t two times 
wider than they should bo. 

Varying proportions can help create character. 
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BLOCKHEADS 


WHen drstwing a figur^a, I usually start with the tioad* I find it aasisr to "drop’’ the body off tho neck than trying to position the 
head on an already shetelracl-'aur body. The diagram below shows lour steps to how 1 handle basic head construction; 





As you can soor I'm laying out basic planes of tho face, just in 
an extremely simplified fomiH (With the foudh example you can 
coo how this approach helps in fin ding shadows J This is the 
basic shell I use for most of the heads 1 draw, and t simply 
adjust the structure to fit tho character as I rougfi it in. In the 
figure to tho left, you can sae haw Tvo drawn a more detaiied 
h^ad from the simplified begLiinlng. 


WITHATWIST 

When first working out a particular pose, I start 
by drawing Eittio stich figures. Unless a 
character is at GoinpJele, standing rest, f 
usually try to twist tho body, even if only a little 
bit. Like a spring, It adds tension to a pose. 

In Fi£ur« A, Tve drawn horizontal lines 
through the head, eheuidors and hips—the 
three major independent parts of the body. At 
standing rast, thesa Imos aro parollol. In the 
next figure, you can see the rotations of each 
lino as J "twisted" tho figure. 

Be careful You can only twist sc far hefere 
it starts to look vroird. One major par! of the 
body can rarely turn perpendicular to tho part 
above nr below it Try if. Turn just your head, 
and you’ll soo that your chin can^t get all the 
way ro your shoiiider... at least nor wirheut 
severe pain and a trip to the chiropractor. The 
same is rriio for your torso and hips. 

Sometimes I'll even draw the lines 

first just to soo how tho tanaion roads. 
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BAREBONES 

Moving to full size in Figure B, 
I seem to bo starting over with another 
stick figure. Thie timo. however, I'm 
wo rk ing with tlie "sticks'" cf tho liu man 
shelotoHi (Well, juet a few of thorn, 
and groafly simplified.) It helps to work 
out various lengths^ and to visualize 
the joints. 

You*ll notice the heavy line 
indicating the spine- In this stage, I 
find It hoipful to lay in the spine after 
the head; it hotps hoop things in line 
so I don't gottho head, torso or hips 
way out of posiden,^ From the spine, 
1 hang an oval ribcage and a rough 
pelvic shape. The limbs flow 
naturafly from those. 

Note that rvo included the "twist" 
lines through the head!, torse and 
pelvis to help orient the figure again. 




ROUCHLYSPEAKING 

In this figure, I rough in the basic body forms—chest, 
trunk, arms, logs, etc. Tm $tJII not being too specific here, 
fust trying to get the proportions fooling right. I use 
simple ovals, tubes and blocks to build the figure. A 
knowledge of anatomy is helpful with the mass of the 
limbs and such. You'll also note that in some places* like 
the chosti Tvo afartod dolinoaiing specific pianos like I 
did with the "'black heads." 


PROTlra 


LIVE ACTiaN 

"Draw from lifb, till you got used to it—windowpanas, - 
doats. telephcnes. everything, if you can make the 
backgrounds oonvihcitig, tho figur&s you draw will bo 
more believable/ —John Ramlta Sr, 
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nClUREC 


PUMPITIIP 

Then I go back and jtu} in specific muscle groups 
(FlKlirt C). Again, I can't go into any extcnsivo 
discussion of anatcmy, so i'm suggosting you fook at 
retorcncc books. I find body^buiider magazines very 
usefui, since tiia muecios arc so woH deilneatod on 
the bodies, and the way they thread together is 
ifIsTinct. Musciee don't sit independent of each other; 
they interrwina. giving it that ‘‘chnrdetl” look, 

Eventually you doveiop yout own sborihand for 
rendering muscles. 
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ANDTHEN... 

Add the costume, and the miscellaneous 
hoo-ha, and we re done. Mow you might say that 
the figure In the "Roughly Speaking" sectioi] 
didn't look tike tt was going to bo Wolverine. It 
was toe thin! 

That's tho point. The basics of figure 
construcrion work the same for an average 
person as thoy do for a muscle-bound shrimp 
with metal toothpicks stuck in his hands, 

,.,He didn't hear me say that, did he? 

Oh, 

Urn, gotta go, ’Bye. 
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Jim Cafafiore‘s fine craftsman&hip tf&s improued 
the p0gc& of irtsny comic ttooks, induding DCs 


Aquaman and Marvel's Exiles, 
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CHAPTER TWO: PAII1L2 




BASIC PERSPECTIVE 8Y BART SEARS 



G reetings and salutations! Much of what I know 
of perspective was gleaned from many sources 
at many different times in my life. One such 
soilree I've discovered is a book which I have fomri lo he 
the best single source of pcrapoctive drawing; On ffte 
Spot GwiiBs: Porspoctfvs Drawing by Mark Way 
(published in E939 by Outline Press, Land on, England). 
Anythmgyou want to know is In It, explained in relatively 


simple terms, clearly I liusTrated. It's a veritable treasure 
chest of perspective knowledge. 

According to my WehstBr's Dferfonary, "perspective” 
is ‘1. The art of depicting objects on a plane so as to show 
throo dimonsienfi and indicate distance away from the 
abservor; 2. Proportion, iotenrelation. scale; 3, Appearance 
in terms of dbfance.” I don't think I could have said 
it better myselt 



spectator is vie w'mg itio sixno, Each panel i n a comic book woiiid 
be considered to have been drawn on this imaginary pi ane. 

G, Ground lino; A horizontal iino drawn to represent the 
interseciion otthe picture plane and The ground plane. 

7, Ground plane: The horlrorttal piano on which the viowor is 
standing; doos not have to be tlio ground plane of the picture. 

B. One-point perspective: The simplest form of drawn 
perspective (diagram abovo} in that all rocedlng parallel Unes 
converge at only one vanishing paint. 


I. Line of sight; An iriagiitary line traveling straight out from the 
viewer's eyes to infinity. 

ZHeriren line: A line drawn horizontalty across the picture plane 
at the point of intereectlon with tho line of sight, 

3. Vanishing point; The point at which receding parallel lines 
appear to converge at the Imrlzon line. 

4 . Standing paint: The point on the ground plane where the 
spectator ^ standing. 

5. Pictuno plane: An iniagSnary vertical piano through which tho 
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CONVERGENCEAND 

FORESHORTENING 

Tho principle of ctnivorgcnce aiatos that wtion abjoct with paralbl 
sides are seen in perspective, paraltel lines raced Irg from the vtower 
appear to meet attfie horizon line (no coitvetjgence). 

Ttiese receding linos oro known as vanishing lines, and tho point 
at which they converge is known as the vanistiing point. 


When objects of equal size recede into the distaneo.they app^ 
to got smaller itie faitli or they are tn>nn the viewer. This is known as 
foreshortening. When tlie amount of perspective is slight, the 
foreshartening is gradual and baroly noticed; when tho porspoclivo 
is severe, itie foresliortening is dramatic and powerful. 


uJ” PihhPF 



ONE-POINT 


Tve coirstriicted a one-point porspective grid above. 
Noto hew tho standing point from the previous 
paga translated to an actual drawing. Notice the 
l^-degree Nrio drawn from the standing point to 
the horlzQo line and pay attention to how this 
vanishing point was used to help oonstruct tho 
floor and wall grids. Noto sIsq how tho sorios of 
six-foot tall figures were determined by locating 
balencQ points and folEowinglhc vanishing linos 
from the tep of the head ro tho vortical linos drawn 
up through the balance points. There is a lot going 
on hero and not much space to teach It, Study it and 
figure Dut the best that you cap, 


RRO TIPS 


STYLE GUIDE 

"Overly stylized art might make you oti ittterosfing 
fad. but you run the risk of becoming yesterday's 
nows and losing out on a long-term future m 

comics.'' -!than Van Sciver. tori Lamm: Bebinh 


THERE YOU HAVE ourfirst real look at perspective, a real barehanes 
kind of look as well I know that a lot of this might not make a whole lot 
of sense to start, but keep trying and keep drawing. Thoto'siuct sn much 
to drawing, and this is really a pretty small forum, but hang in there and, 
eventually, well get ft all covered. 


Bi^rt Sears, artist on coinics like ilfe/vief's Sabretooth and DCls Justice League 
EuropCj thinks yoti should have a unique perspective on life, tifon draw it 
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ADVANCED PERSPECTIVE 


J j Him C^iafidve liere again. Tvd often stated in tutarjals like 
I these that m/ techniques aren’t the only way to go. but 
thio one's a toft different. When it comes to accurately rep^ 
resenting foreshortened objects and craatingthe illusion of depths 
you must know poropecth/o. 


Having said that, Til also say that there's no way i can 
possibly cover all tfie subtleties of perspective...even In this 
tosson ortho next one, "Using Perspective," on page 22. As with 
any technique you Vb Interested in. I suggest looking for a bnokon 
the subjoct at o store or your local library. tJow lot's get to it! 




THEVANISHER 

We'll start with one-point perspective 
(F1fkB«s A A fl). Yept it's exactly what it 
sounds liko: porspoctivo linos originate from 
a singto point, called a vanishing pdnt, which 
aits on whet’s called the horUon line. If an 
object 1$ oriented to a plane—$uch as the 
Earth—then that line is the actual horizon. 
But it doesn't have to be. This lino can also 
bo called the eye line. Whichever you oall 
it the line rune parallel to the camera. 


VANISHING POINT 




f 


HORIZON LINE 




riGURE A 




CHILD’SPLAY 

One-point perspective deals with the 
foroshortonlng of one dimension. In 
Fl^r« C. the depth of the room Is 
oriented to the vanishing point. The 
ofJier two diiuensicns, height aaid width, 
rcinain paiallcl to the samora plane. 

Perapsethre can bo manipulated to 
change the fool and mood of the room by 
atreiingthc cameraangle. In^l^vD, 
we've lowered the camera to a child's 
lovd. Notico how tbo horizon lino hasn't 
changed, only our relation to it has. 
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But Id's not limH ourgclvcs to just 
geometric^ shapes. AJI foreshortening rolias 
en perspective, especially/organic shapes 
Here are two very oxtromo-angle shots of 
Thor (Figures E A F). The third, srial le r 
figure in the center is our guide 
(nCAvCi)^ The lifias bisecting it tell us 
what we know about the relative position 
of the various bod/ parts; the width of his 
shoulders compared to the set of his feet, 
tho IbI I of his cope in rclati on to his f cot and 
elbows, etc, Trarsiating this to the lines 
of one-point perspective, we should get 
an accurate foreshortening of tho figure. 


You can also roly on pqrapPDFivoto maintain size ratios. Wc all know 
that Cyclops j$ shorter thsn Colossus, but sines he's closer to tis, he 
appears bigger in this litic-up of familiar figures. Follow tho 
perspBcriva line and you'tl see C/ctops' head hits Colossus at about 
the shouldar, Besides koopifig the respective heights of 
charactors consistent, perspootive will keep characters consistent 
with their surroundings. In a street scene, it can prevant a 
cheracfor from being tailor than a lamppost. 


riGUBEO 


FIGURE F 
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CHAPTER TWO: PART i 


FIGURE CONSTRUCTION 


BY JIM CALAFIORE 


Of figure oon&trucficn be as 
specific to an artist as his style. It's a n^aifer 
of finding a comfortably process that is also 
somewhat tima effident (esfiectally when working on a 
monthly tlilc)^ Ttiia is how I do it from scratch. 

Befora we begin: This is noTan aitatomy lesson. There’s 


itof onough room to evert be^n ta explain that subject. 
I sTrettgfy recoir mead that you findsome txtoicsooi hitman 
anatomy and figure drawing. And if any schoctsorstudios 
in your area offer life-drRwing classes, sign tip tor fhem. 
Why? Because we have fa grasp the basics. We to 
undorstand structtire before we can distort it. 
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PROPORTIONALRESPONSE 


Using the height of a human head as a unit of measure, the 
average person is between seven and eight heads talL give or 
taka, fiutvro'renot drawing roal people. WcVoall soon o wide 
variety of body proiiortions in comic books, depending on the 
artistj ovorything from realistically rendered to pin-headed 
bohomoths. It's up to you to decide which approach works best 
for you, but there are tiin-es when reality jusi wan''t do. The 
Hulk, for example, would look just like anotlier puny human 


in roahwortd propertrons, no matter how bulgingtho muaclcs. 
Ifstha larger size of his body compared to his head that gives 
him his groat bulk (He should also be drawn Farger overall, 
and nr usually enlorgc bis hands and feet oven moro,) Thor 
iu^t wouldn't look right if his shnuld'ers weren’t two times 
wider than they should bo. 

Varying proportions can help create character. 
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BLOCKHEADS 


WHen drstwing a figur^a, I usually start with the tioad* I find it aasisr to "drop’’ the body off tho neck than trying to position the 
head on an already shetelracl-'aur body. The diagram below shows lour steps to how 1 handle basic head construction; 





As you can soor I'm laying out basic planes of tho face, just in 
an extremely simplified fomiH (With the foudh example you can 
coo how this approach helps in fin ding shadows J This is the 
basic shell I use for most of the heads 1 draw, and t simply 
adjust the structure to fit tho character as I rougfi it in. In the 
figure to tho left, you can sae haw Tvo drawn a more detaiied 
h^ad from the simplified begLiinlng. 


WITHATWIST 

When first working out a particular pose, I start 
by drawing Eittio stich figures. Unless a 
character is at GoinpJele, standing rest, f 
usually try to twist tho body, even if only a little 
bit. Like a spring, It adds tension to a pose. 

In Fi£ur« A, Tve drawn horizontal lines 
through the head, eheuidors and hips—the 
three major independent parts of the body. At 
standing rast, thesa Imos aro parollol. In the 
next figure, you can see the rotations of each 
lino as J "twisted" tho figure. 

Be careful You can only twist sc far hefere 
it starts to look vroird. One major par! of the 
body can rarely turn perpendicular to tho part 
above nr below it Try if. Turn just your head, 
and you’ll soo that your chin can^t get all the 
way ro your shoiiider... at least nor wirheut 
severe pain and a trip to the chiropractor. The 
same is rriio for your torso and hips. 

Sometimes I'll even draw the lines 

first just to soo how tho tanaion roads. 
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BAREBONES 

Moving to full size in Figure B, 
I seem to bo starting over with another 
stick figure. Thie timo. however, I'm 
wo rk ing with tlie "sticks'" cf tho liu man 
shelotoHi (Well, juet a few of thorn, 
and groafly simplified.) It helps to work 
out various lengths^ and to visualize 
the joints. 

You*ll notice the heavy line 
indicating the spine- In this stage, I 
find It hoipful to lay in the spine after 
the head; it hotps hoop things in line 
so I don't gottho head, torso or hips 
way out of posiden,^ From the spine, 
1 hang an oval ribcage and a rough 
pelvic shape. The limbs flow 
naturafly from those. 

Note that rvo included the "twist" 
lines through the head!, torse and 
pelvis to help orient the figure again. 




ROUCHLYSPEAKING 

In this figure, I rough in the basic body forms—chest, 
trunk, arms, logs, etc. Tm $tJII not being too specific here, 
fust trying to get the proportions fooling right. I use 
simple ovals, tubes and blocks to build the figure. A 
knowledge of anatomy is helpful with the mass of the 
limbs and such. You'll also note that in some places* like 
the chosti Tvo afartod dolinoaiing specific pianos like I 
did with the "'black heads." 


PROTlra 


LIVE ACTiaN 

"Draw from lifb, till you got used to it—windowpanas, - 
doats. telephcnes. everything, if you can make the 
backgrounds oonvihcitig, tho figur&s you draw will bo 
more believable/ —John Ramlta Sr, 
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nClUREC 


PUMPITIIP 

Then I go back and jtu} in specific muscle groups 
(FlKlirt C). Again, I can't go into any extcnsivo 
discussion of anatcmy, so i'm suggosting you fook at 
retorcncc books. I find body^buiider magazines very 
usefui, since tiia muecios arc so woH deilneatod on 
the bodies, and the way they thread together is 
ifIsTinct. Musciee don't sit independent of each other; 
they interrwina. giving it that ‘‘chnrdetl” look, 

Eventually you doveiop yout own sborihand for 
rendering muscles. 
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ANDTHEN... 

Add the costume, and the miscellaneous 
hoo-ha, and we re done. Mow you might say that 
the figure In the "Roughly Speaking" sectioi] 
didn't look tike tt was going to bo Wolverine. It 
was toe thin! 

That's tho point. The basics of figure 
construcrion work the same for an average 
person as thoy do for a muscle-bound shrimp 
with metal toothpicks stuck in his hands, 

,.,He didn't hear me say that, did he? 

Oh, 

Urn, gotta go, ’Bye. 
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Jim Cafafiore‘s fine craftsman&hip tf&s improued 
the p0gc& of irtsny comic ttooks, induding DCs 


Aquaman and Marvel's Exiles, 
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CHAPTER TWO: PAII1L2 




BASIC PERSPECTIVE 8Y BART SEARS 



G reetings and salutations! Much of what I know 
of perspective was gleaned from many sources 
at many different times in my life. One such 
soilree I've discovered is a book which I have fomri lo he 
the best single source of pcrapoctive drawing; On ffte 
Spot GwiiBs: Porspoctfvs Drawing by Mark Way 
(published in E939 by Outline Press, Land on, England). 
Anythmgyou want to know is In It, explained in relatively 


simple terms, clearly I liusTrated. It's a veritable treasure 
chest of perspective knowledge. 

According to my WehstBr's Dferfonary, "perspective” 
is ‘1. The art of depicting objects on a plane so as to show 
throo dimonsienfi and indicate distance away from the 
abservor; 2. Proportion, iotenrelation. scale; 3, Appearance 
in terms of dbfance.” I don't think I could have said 
it better myselt 



spectator is vie w'mg itio sixno, Each panel i n a comic book woiiid 
be considered to have been drawn on this imaginary pi ane. 

G, Ground lino; A horizontal iino drawn to represent the 
interseciion otthe picture plane and The ground plane. 

7, Ground plane: The horlrorttal piano on which the viowor is 
standing; doos not have to be tlio ground plane of the picture. 

B. One-point perspective: The simplest form of drawn 
perspective (diagram abovo} in that all rocedlng parallel Unes 
converge at only one vanishing paint. 


I. Line of sight; An iriagiitary line traveling straight out from the 
viewer's eyes to infinity. 

ZHeriren line: A line drawn horizontalty across the picture plane 
at the point of intereectlon with tho line of sight, 

3. Vanishing point; The point at which receding parallel lines 
appear to converge at the Imrlzon line. 

4 . Standing paint: The point on the ground plane where the 
spectator ^ standing. 

5. Pictuno plane: An iniagSnary vertical piano through which tho 
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CONVERGENCEAND 

FORESHORTENING 

Tho principle of ctnivorgcnce aiatos that wtion abjoct with paralbl 
sides are seen in perspective, paraltel lines raced Irg from the vtower 
appear to meet attfie horizon line (no coitvetjgence). 

Ttiese receding linos oro known as vanishing lines, and tho point 
at which they converge is known as the vanistiing point. 


When objects of equal size recede into the distaneo.they app^ 
to got smaller itie faitli or they are tn>nn the viewer. This is known as 
foreshortening. When tlie amount of perspective is slight, the 
foreshartening is gradual and baroly noticed; when tho porspoclivo 
is severe, itie foresliortening is dramatic and powerful. 


uJ” PihhPF 



ONE-POINT 


Tve coirstriicted a one-point porspective grid above. 
Noto hew tho standing point from the previous 
paga translated to an actual drawing. Notice the 
l^-degree Nrio drawn from the standing point to 
the horlzQo line and pay attention to how this 
vanishing point was used to help oonstruct tho 
floor and wall grids. Noto sIsq how tho sorios of 
six-foot tall figures were determined by locating 
balencQ points and folEowinglhc vanishing linos 
from the tep of the head ro tho vortical linos drawn 
up through the balance points. There is a lot going 
on hero and not much space to teach It, Study it and 
figure Dut the best that you cap, 


RRO TIPS 


STYLE GUIDE 

"Overly stylized art might make you oti ittterosfing 
fad. but you run the risk of becoming yesterday's 
nows and losing out on a long-term future m 

comics.'' -!than Van Sciver. tori Lamm: Bebinh 


THERE YOU HAVE ourfirst real look at perspective, a real barehanes 
kind of look as well I know that a lot of this might not make a whole lot 
of sense to start, but keep trying and keep drawing. Thoto'siuct sn much 
to drawing, and this is really a pretty small forum, but hang in there and, 
eventually, well get ft all covered. 


Bi^rt Sears, artist on coinics like ilfe/vief's Sabretooth and DCls Justice League 
EuropCj thinks yoti should have a unique perspective on life, tifon draw it 
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ADVANCED PERSPECTIVE 


J j Him C^iafidve liere again. Tvd often stated in tutarjals like 
I these that m/ techniques aren’t the only way to go. but 
thio one's a toft different. When it comes to accurately rep^ 
resenting foreshortened objects and craatingthe illusion of depths 
you must know poropecth/o. 


Having said that, Til also say that there's no way i can 
possibly cover all tfie subtleties of perspective...even In this 
tosson ortho next one, "Using Perspective," on page 22. As with 
any technique you Vb Interested in. I suggest looking for a bnokon 
the subjoct at o store or your local library. tJow lot's get to it! 




THEVANISHER 

We'll start with one-point perspective 
(F1fkB«s A A fl). Yept it's exactly what it 
sounds liko: porspoctivo linos originate from 
a singto point, called a vanishing pdnt, which 
aits on whet’s called the horUon line. If an 
object 1$ oriented to a plane—$uch as the 
Earth—then that line is the actual horizon. 
But it doesn't have to be. This lino can also 
bo called the eye line. Whichever you oall 
it the line rune parallel to the camera. 


VANISHING POINT 




f 


HORIZON LINE 




riGURE A 




CHILD’SPLAY 

One-point perspective deals with the 
foroshortonlng of one dimension. In 
Fl^r« C. the depth of the room Is 
oriented to the vanishing point. The 
ofJier two diiuensicns, height aaid width, 
rcinain paiallcl to the samora plane. 

Perapsethre can bo manipulated to 
change the fool and mood of the room by 
atreiingthc cameraangle. In^l^vD, 
we've lowered the camera to a child's 
lovd. Notico how tbo horizon lino hasn't 
changed, only our relation to it has. 
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But Id's not limH ourgclvcs to just 
geometric^ shapes. AJI foreshortening rolias 
en perspective, especially/organic shapes 
Here are two very oxtromo-angle shots of 
Thor (Figures E A F). The third, srial le r 
figure in the center is our guide 
(nCAvCi)^ The lifias bisecting it tell us 
what we know about the relative position 
of the various bod/ parts; the width of his 
shoulders compared to the set of his feet, 
tho IbI I of his cope in rclati on to his f cot and 
elbows, etc, Trarsiating this to the lines 
of one-point perspective, we should get 
an accurate foreshortening of tho figure. 


You can also roly on pqrapPDFivoto maintain size ratios. Wc all know 
that Cyclops j$ shorter thsn Colossus, but sines he's closer to tis, he 
appears bigger in this litic-up of familiar figures. Follow tho 
perspBcriva line and you'tl see C/ctops' head hits Colossus at about 
the shouldar, Besides koopifig the respective heights of 
charactors consistent, perspootive will keep characters consistent 
with their surroundings. In a street scene, it can prevant a 
cheracfor from being tailor than a lamppost. 


riGUBEO 


FIGURE F 
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ADVANCEDPEBSaPECTDOE 



EvorythingliAS porspcctivo, from simpfo objects 
liko A gun to Things a bit more complex, liho a 
car. Wc not only get a solid depiction of tho car 
to the right, hut having It head straight for us 
m perspective adds seme drama. 

Porspoctivo linos can also bo used as spood 
linos. Igiiorlng the lines that I've drawn aetually 
passing through the objoete, the other linos 
give the car motion. Speed lines share the 
object's vanishing point, even if that point is 
somowhoro off the page. 


THESHADOWKNOWS 


There'S a use for perspective that doesn't involve 
fo re shortening at ali. When doalingwith a light source in close 
proximity to objects (something like the sun is too far away), 
you can use tfiat source as the vanishing point to help you 
place shadows. 

I'm actually using two points In the Illustration below, one 
in the light source end one directly below it on the ground. The 
intersections of the lines radiating out toward and through an 


object give us the position of the object's shadow. (With ohjeoTs 
or parts of objects that arc off the ground, you have to drop a 
vortical lino to judge Its point above the ground, as Tvo done 
with Ant-Mairs knee and the mug handle.) 

NoWp this isn't two-poirit perspoctivor and you don’t have 
to worry ahnut horizon lines. We*re not using perspective the 
same way aa in the other oxamplos; we're just using the 
technique to help with the shadows. 
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THEC^iJONEYSHOT 


Finalfy^ Iier 0 's an illustration whom the 
pdrspocrivo plays an Integral parr The 
background of industrial pipos is roftd&red 
in onC’point perspective, (Moto that tho 
vanishing point doesn't have to be the dead 
center of a scene; here it's to the lower 
left. And although the pipes not in 


porspcctive arc drawn diagonally, you can 
see that they are still parallel to the plane 
□f the camera.) Not only does the 
porspoctivo create depth and drama, but 
I've also used tho pipes In place of speed 
linoa, reinforcing Juggy’s motion without 
addingan alenientthat Isn’t really there. 


AND THAT ABOUT DOES IT. 

} hot^e you ...wait! What about two-point 
and throD-poInt peropectivo? Well you'll 
just have to turn Ttie page and find out. 
See ya there! ® 
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CHAPTER TWO: PART 4 


USING PERSPECTIVE 


W eH, now that we W beaten one-point perspective 
into submission, weVo ready fo taclde two- and 
three-point perspective. In one sense, as long as 
we've (hopefully) given you a basic understanding of one-point 
perspective^ ttie rest is almost just matter of adding additlonai 
perspective, Wc won't boalterin^tho concepts hero at all, just 


POINTITOUT 


_ • 7B « -y 

41 

how we apply them. J 

In another sense, however* it’s nowhere near that || 
simple. Two- and throe- point perspeettvo present unique w 
probleiKis, but when executed wcll» the results make all the K 
difference between an average piece and a great piece, S 
But I'm wasting spacc^ so let’s fust got to if,*, HI 


Where one-poiiit perspoctiva deals with 
the foreshortening of one dimensiun of an 
object, two-point porspoetiva deals with 
(You guessed Itf) the fureshortening of 
two dimcnsians. As with any perspective, 
we have a horbfnn line (or eye lino) running 
parallel to the camera plans. This time, 
since weYo "doscribrng” two dimansiens 
in perspective, we have two separate 
vattishing points on the horizon which 
radiate lines ef perspective that intersect 
(FIfur# A). Roughing In the primary 
shapes in a drawing will help locate tho 
varnishing pairdsthat will generate the rest 
of the objects in tho econo. 

In FlgUTB B* we Vs facing the corner 
of our simplified buildings. Neither the 
depth nor the width are parallel to tho 
camera plane (only the height is), su we 
show them foroshortonod. 




HOUSEPARTY 




And here's our room iiiteriQr, similarly aligned 
(FlgufoC). Mote that with interiors—unless 
yau're deliberately distorting reality—only 
two walls of a rectangular room arc 
visible In two-point perspective. In F|pir« 
D, IVc added a couple of objects to the room 
That have th efr own perspective. Tho cube o n 
the floor is oriented fo the room's horizon 
line, but rotatod so that its dopth end width 
demand their own vanishing points. The 
floating cube's position roqurres points on its 
own horizon lino, this time an imaginary one. 
Mow, 1 haven't created any new rules h ero, 
I've just used two-point perspective more 
fiian once. With any perspective, 
muttipfo objocta can roquiro multiple horizon 
linos, depending an their arlsntarrion. 
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FIGURES 




FANTASTICPERSPECTIVE 


En«ugh cubes ^Irostdy^ Lot's got into sokto fun stuff You'll bo using 
perspective mostly on geometric sliapes, Ilke buiFitings.Ybii'lltioiice thar 
in two-pointy, the pcrspoctivc lines ot the Fantastic Fouf's old hiomc load 
tD vatiislilng points and a horizon line off the page, if this happens when 
yotj're working on a drawmg Just add a few pieces of scrap paper to OKtend 
your drawErig surface and discard the scrape when youVe done. 




You can also use two-point perspective to help distort an object. 
The cube in Flfliro E looks quite normal. But by bringing the 
vanishing points closer togothori the front edge pushes forward 
unnaturally, giving the cube a fish-eye lens effect (Figure F). 


riGUra F 
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A qt i ck note nbeut icrnrijn o\ ogy; M ost texts 
on perspective tend to shy Away from the 
terms "witith"deplii" and ‘1i eight," birt I 
find it the simplest way to Identify the thrao 
dimensions, Vm only talking afaaur 
dimonsions ns they relate to ths oamcra 
plane and the horizon line. When dealing 
strictly with perspeative, I latef the 
dimensions eriontod to the horizon line 
‘ depth^ and "^width" and the diinension 
perpondictilar te it the "height," If a 
Ituilding is lying on its side on the ground, 
what was once the "height" b now the 
"width.'" Bur If the horizon line b tilted 
verticallyt I still label the dimension 
perpendicular to it the""height.” 


Okay. Fooling comfortable with two-point 
perspective? Good. Then tet"s move on 
to three-point perspective. Three-point 
perspective ie required whan no 
dimension of an object is parallel to the 
camera piano; so the henow demands 
foroshortoning. The technique is a little 
different, $irioo the third vanishing point 
Is not nn the horizon lino, but at a point 
perpendicular to it (FlgUfe Q). 

In Figaro H we have a building in 
tWD-polnt perspective that looks 
distorted. In reality, the sides of a 
building so fall couFdit't remain parallsl re 
each other, and need throc-point 
perspective to look right (Figure I). 


FtCURE H 
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PRACTICALPERSPECnVE 


Finally, here's apmcrical appCication, as Spidey swings higii above 
the oily. A higb-oiTglc view of Iho Wob -elingo r as bo does h thing 
odds a ton of drama and scope. Often with three-point 
perspective^ as seen here, vanishing points fall outsido the 
imago aroa. (Of course, I could've just traced the background 
train an aerial photo of the city...but where's the fun in that?) 


Hey. here’s a trade tip for ya. At lergar beohsforos, you can 
fii^d booths of preprinted perspective grids over which you can use 
tracing paper or you can slide the grids untter your actual pages 
if you're using a li^ box. AhhoM^ those grids wont help you know 
when, whers and how to use perspective, you wotft have to 
physically rule the lines out each time. 



THREE-POIHT FEflSt*ECTIVE is whore wo and. Unless yauVe Picasso, there's nasuch thing as four-point perspective. Now, 
I knew ah this may seem a bit confuEiug and; daunting, but take it slow* None of this ia too hard. Just keep thirkgs in perspoctive. 
(Sorry, t couldn't resist.) Mow get out of hero and got to work. Thanks for reading. 
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SHADING 


BY MARTIN WAGNER 



ALL K.I&HT. ALL YOU PUPPING 
Y3UNG (Xrr THERE, 

SfmPEN YOMf^hJOiS! 

this is erica 

FR.CH HEPCATS, ANP 
WAY MY C:i?£A'K)R /MCT/zV 
WAGl^(,-l AKtGOIMG 15 
PISCU55 A K&Y INGREPI&KT 
TO ANY600P PIWIWG - 

Light Shape:/ 


FOTEE USEOF 

UGHTt^SH^ 

poESNT Simply 

INPICATE HOW 

msHronmi^K 

WRPEAWiNG (£,. 


.(T CAM cm- WE: 
PWlWG EMOTiONAL 
WEIGHT AS WELL-. 

...PLUS MAKE IT 
LOOK MOPE 
P!HENS/(WAU 




: uGAusn/^F- 


"HEfKATS'* QSICA, O 

AU. Wft R5d(C EXCaSfTS 


AK£ © <r 3&OS HAetfU 


1 WAGMEJS.' 
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ERICA’S RIGHT, &\NG! 




EASICAU-X WHEN YOU PG A PRAWING^ 
THERE ARE M TYPES OF LIGHTING 
that WILS AFFECT HOW YOU SHAK.,. 


0 SOURCE m) LIGHTIM 6 : 

THIS IS O&VlOUSLY WYSOE THE LIGHT iS 
COMING FROM. IT COJUP SE THE SUN, 

A LAMF whatever. 


® AHBICMT (or eoUMca?) ElGHTJMa; 
THIS IS LIGHT THAT IS REFLECTEI? OFF 

yAlls ck. other Objects in the panel 

AMP ^anCcU EACX ONTO Ti-E SUEJECT 
CF THE PRAWING. 


THE LESS STUFF Tji 
LIGKT,.. 



ISTD ECUMCE 



.. .ANP THE HARSHERWp gRIGHTER THE 
LIGHT IS... 77fc l^KEH rH£ SHVm. 

£)<AMPl£Si (a^ic me. MigcAtn!^ fii'K...) 

I' GUV (M PESERT NOTHING ARDONR FOR 
MILES m 

• euiNPiNG sunlight 
* l©eYRAaiCSMVOW 
j; • GUV IN FUEY FLKNISHEI7 PEPR.ODM 
< UGHT FROM, CEILING. F TABLE LAMP 

htt^ hci>ok.f/J' Df^i 

UTTlE TO NO &HAPIWG 

T^- 


.sc 4 ^NWy....' 

How "Tb SHAP^ - V,m Q^EgS/lB>d‘. 

vtu CAN PO HANP-SHAPING. SUCH AS 
CRoSSpHATtNlNfl, THOLGH iT TAKES 
FRACnCE ANP ONLY REALLY LOOKS GOOR 
WITH A CEDWQUILE pen. 

(kimiefe pmh^ ^ 


: , 1 - 


r-U- 

'^rtrt 


i 


' / 


;t5S=t/ ^ 





4 

Vi 

'k 

J 

ZT 





,. T7~ 


p 



~l ' 



^ 1 ^ 

h 

T 


i 




j 

/ 


7 ^ 




MiAT A Plff^awce St^ApfN£ AMKCS/ 

/tes h w H j 4 hk, MutH ernfOt. Un^ <?f PEm 

CiitQK-MA^hJCr wtTH j I jhuch 3-A SouexE UdHr shiMej 

Mfl U6H7 O SFWC. FiJU^ i! HlEEif-i (TpEJE'i? R/aHTj /^N0rfNT 

FLAT, A VAWW- \y ^;f luucp 



You CAN CUT shaping FILM orTONE. 
SOMETIMES YOU HEAR, TH& STUFF CALuFP 
"ZiF-A-TtNE." ACTUALLY, THEtW GONE OUT 
OF &USlNESa. I USE FORMATT.'" 

(U iVotc; LA/OfF SJWr 
^ )F y^flE CtJrWlS A 
CnfAiQi 



OR, , 50 HE cmics TWAY U<E LOFTWSFFh. 
19H6 use SOFlWAEe UKE ApOBE 
PHcnDSHoP'” TD PO THEIR SHAPING. 


^LFEJeiMCAjr wrm tors of 
T£CHWV£?t^ 6- FaoP wH/^r 
wpws ffssr FOE. 'rhiff 


"(^X \^£lL, THQ (5 OOOL ANP 
EVERYTHING, BUT HOW POlMilf 

* ^TEAR MOfT, (yum the: ^jext two 

TAGdS, COhM vSHX THROUGH 

T, 
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i'l 


a 
T I 





Okay, wke just qoins to rs/cTice on a 
SMPL£ oejKCf, ui(K A CVBE-. 30 , Ttx^ 
mj£. AWP. . . 


.., TAKE A U?OK A7 ThB p/TfEREATT OF CKCiSA-HAims^ CAAi pQ, 

Cf05S*HATW/MG is hare: &(' «>WS £F UA£S AT <?0'fB&ffiE*ANai£S 70 EACH 



^um 

l-KSHT 





^ Lines X 

4 ^ fW<£^ ' “ pi^<e:sT 

WEiL, papsAJT^^^uF lo u ^i/r tjer-rTfir tpcA, o/fe. ^ j^rdwr wen, et 


guNES ^ /?JtL/NES 

(mxEji. ^ swetAAT /In 


Okay, Hexes oun. cvxei 

V£F, THflT^ CUSS, ALL ac 5 Hr So ifTs ^rAe.r ^ 
pEC/piMG w«icH PifficmoM we KSwraiiLStHTOe 
UGHTiMfi COM^Wfi FICOM. How flsoar- 



Nc^ we IVAMT Tf^ CN ft? ^ / 

UTTT^ SIT LlfitfTBL THAN W ^S^frApOW 'fK^: 
G^U^JP WNf?? &£WtjSL OF AU- TVAf ^wCfMG 
^MSieMT J£eJHejKEej 2 ? So: 

‘ Z-UNE oiJ Trie. CUBE! 

* -h-ume: C£D&^-HATCH[MG OM Ti^E OseoUNt?! 


THAT MtMtS Wt'KE GOWA 

5 HAPE. twrs 6 {pe. 



^foi^/ rrs THE SAHt A??m^ WNeW VtXJ CUT 
SHAp/W Rlm. C WL'U. sh^?W >^00 HOW TO CUT rrovj 
The wexT FAGt) Sjet.? W£ usep swGNTLy U( 5 kt^ 
TOAJE 0f4 the: CUBS ffSELf, EaSiY. 



yoL)ji;sr c«oo&* 
HATCHgp A cusei 
Yw KC 5 C*i.(( 


fffi 5 iS WB 0 N&/ wv? 


l) Lines Ate SAMJ£ £074 orj Tme^ OJBE mp Tnp 
GKOONP. 1TE PltAW.Aj& Loots FUT. 

O OF Tvi^ SHAP^ psceSMf hf^TCri THE^ CiJBe 

SO WHE£E.'S TRe LliSHT SOtJace^ COMfHCi 



^(Mt 4 M^isf 




-^- - 


WIZARD BEST OF BASIC TRAINING 



















































































































































sJim wimnr<3mm, 

THIS ST^JFF IS PRETTY EAST TO U3& (T Kft5 Sort m/JemS). 




(L 


/ay ^ s/\/fF</e^n^ 


M&imE THE AMOUNT OF FILM TDU WILE 
NEER (Hll^ IF YOU HWA UIGHf TA5 lE 
CK UGKT BOX, ITS A L£fr EA5IK.) USING 
AN X-ACID"^ KNIFE, CAPERJUY CUT THE 
FILM, LIFT IT FKOM ITS BACKING, ANP 
SnCK IT QWEK 'THE R^KT CF THE PKAVJiNO 
YOU WANT TO SHAPE. 



r. - aff Ms 

/vVjTi Kvt lit ^ 


0 TAKE Took X-ACIO KNIFE AMP TKlM 
OFF THE EXCESS FILM. 


a© PMBACX:^ to [J6/Ne FfUM i 

• ITS EXTENSIVE! AWWHEEE FKOM .|510 4 fO 

ra? SHEET!! 

• LOTS OF ART aipH-Y SHOPS. PCWT STOCK IT 

ANYMORE, © 

•You SHOULPNT USE IT LMTlUturVE GOnEN 
THE WIG OF HANP-5HAPING. NOTHING 
LOOKS W 0 F£E THAN A COMIC PAGE WriH 
m/100 MUCH "ZIPS 
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Oiic« /oufeel confident with ba^ic hands, try some morecGniplex^ 
shapes. Add light and shade as you would with simpler objects. In 
order to get an Idea of where the shadows will fall, first decide 
where your light source is, Everythingon the opposite side will be 
In shadow. Bear In mind That anything solid (lllte fingers, for 
Instance) will also cast shadows. 


Hands coma in many shapes, sizes and textures. You should try to give 
your charactors hands with an appropriate looh. For instance, a woman's 
hand (FlguntE) will generally bo more slender and Einooththan a man's 
(Figure F)t while your average comic bad guy might have a hairy mitt 
with the odd chipped fingernail (Figure IS), The most important point is 
that there can tie a tot of character con veyed simply fay the type of hands 
you chooso to givo someone (and while you should always try to bo 
consistent, a weird oontbitiatian of these three hands would be 
intorosring)^ Sec, hands arc more important than you thought! 


nCUBEC 


FiauBEr 



ANATOMY 






































FICUREH 


ncunci 


Another way that hands can help in storytelling is by 
enhancing exprossions. A good actor uses body languago 
to communicate a multitude of feelings end Ideas, and so 
should a good uonoio artist. Look at the off act the addition 
of a hand has on this coetureed hero. In FlgiifQ H, you 
can't tell If ho*s thinking, angry or confused. But by adding 
juet one handj you irslartly roalizo that tic’s pondering 
something. Now, isn’t that much batter than just a word 
balloon saying ‘"Hmmmm,..? 


Same thing with the girl who's been 
asked a question in history class. She 
doesn’t iDok too confident, but in 
Hlgtme L it takes a simpie hand to make 
her look raralty clueless. (Of course, 
she might just be aof/ng'dumb.) 
Remember: body language! 


AT THE EflD of the day wo are trying to create choractors in which a reader can 
believe and Identify. Using hands and body language is a subtle (yes. tl^t means you 
won’t get much credit for it) way of acliicving this. 

And there you have if. Hands, They're not easy, but when used properly they can 
improve a comic to no end. Besides, nearly every comic character has at least one, so 
you really ought to learn to draw the darn tilings. Best of luck! 

Gary Fratik^s handiwork can be soan in such comics as Marvof's Incrodiblo Hulk 
and/nati;re-fr?ad^r^ Supreme flower, fife’s Super girl and Midnight Nation from 
pubffsher Top Cow, 
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LEGS 



BY BART SEARS 
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Now iFiot you've got all the basics, if s time to take a Fook at different sizes and rextures. Nero Tve provided a number 
of comparisons to shew you a variely of feet 



Figure 0: Here's an average human adult male foot. We 
can determine that from the shape, size and the bit of hair 
on tho leg. 

Figure Hi Here's the Hulk's foot. By using the same anatomy 
lessons, hut making everything fatter and bigger, he looks more 
believable. Consider the size of the creature that a foot haste 
support, Tho bigger the creature, the bigger the foot should 
be! If a normal big toe is about the size of a canister to a SSmrni 
roll of fdm, then tho Hulk's should bo tho slzo ot a coda cart. 


Figure Jt A baby's foot should have very few bones showing 
through. Babies' Feet and hands arc small and undcvolopod, 
so they should appear soft and tiny. This can be achlevod by 
drawing fewer shadows, or smooth shadow lines. 

Rgura tC: Lastly, here's an average, human adult female foot. 
A good method of indicating a female foot Is to make it 
narrower than a malo fooT, and smoother iti texture. With the 
line work, less is more. Since many women shave their legs 
and paint theirtoonailB, this also Is a nice detail to add. 


Flgufe I; Here’s the Thing's foot. I imagine that because of 
his rocky skin condition, his little toe and fourth toe would sort 
of fuse together, which is why he seems to have four loes. 
Again, sticking to the eerrset anatomy and than adding tbo 
rocky pattern to the shape makes the Thing's font convincing 
as the foot of an existing creaturo. It's important to indicate 
where his foot would bend and move. I draw smaller rocks tn 
the bends to give tho appearance of regular movement. 


I CAN’T STRESS ENOUGH that the best place To learn, 
like all things, is real life, Fractice drawing intoreetingfoot 
from magazines. Remember that style comes from you and your 
mterpretation of real life through your imagination and art, rrot 
by copying someone elfio’c crylo. Tho more you practice, the 
better you get! Giao! 

Derick floberfsoff gar Ns fttor N the door wfrh DC/Venfg&^s 
TransnicIropoHtan and aha has aignificanf runs on Marvels 
Wolverine Nightcrawler, 
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CHAPTER THREE: PART Z 




H OW do I draw women? Usually with a ligin blua 
balipomt pen. (I hate drawing witti a peticd.) 
How is The sexy girl, pinup Idnda thing done? 
Well like Ben Kenobi suggested, I use the Force* Moaning, 
I tollow my instinetE. I just draw what I like. If onyone 


else digs it or finds it attractive, then I am ahead of tho 
game. Who car g]u 0 ss if wo will find the same things 
soxy? The best that \ can do is to tell you how I 
personally define fvsciotts amd then urge all aspiring 
devotees of the feminine fdmn to explore their own visiork 


i 


T 

I 


DONTBEABOOB 


Taklnga cue from fellow artist Mr. Adam Hughes (seepage S3), 
lot's look at the dictionary dofinition of 'Mueeious^; sweet, 
seductive, sexy, richly luxurious or appealing to the senses. 

Yepj that is how I feel about tho art of femlnino beauty. 
The lesson of Vincent Van Gogh teaches us that ‘'art" and 
'^beauty" are highly interpretive terms. Poor Mr, Van Gogh 
barely sold any artwork while ho was e||vo« and yet many 
years after his death his paintings are among the most 
famous, sought-after collector's items on tho planets Before 
you put pencil to paper, piess^ mm&mber this/All of the 


world's true artistic gorlusos have walked through the fires 
of ridicule. Tho world always resists new visions, And yer, 
If ait artist 1$ on targets that is what the world wants from 
them most — a new Wsiora. 

First of all, Icfsall got over tho boob thing* Tiy and figure 
out what, tfsstdes rnammary ghnds, makes a woman a 
WOMAN. Girls are different than boys. They are curvy and 
mysterious. And besides^ "boobs"can he purchased—and all 
enlightened souls know that any thing you can put a price tag 
on is ultimately bellow. You can't buy roaf sox appeal. 





> TVie/^X 

NevER EV£N 
CROes THE Ulisie 
FROM MALe TO 
FEWAL.£ UNLESS 
VOU'R£ TALKfNS 
^BOUr A P-CUP 
s. OR BETTER, > 


No kidding, at a comic fanak convention this past summer, I 
beard a troglodyte utter these exact words; 



f 
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Try and tNink abcul woman. Dirb. Incarnations of the Goddess. What is the 
origin and soorco of their special spark? 

TMs'^fDinalciiDss*' is a mystariaus thing, and Qveryone dofiriEisil in tfiair own 
tomt&AityonoattiacttultothofcifT^mii^ "WlmttunismoofiPWhart 

atnur the □pposite sex hits me I ike iighmingand insrantl/ shatters my self-oontral?* 
I imt—of eotii^e-wrihngthis framthe point of view of a heterosexual male. To any 
female arttsts out there reading thb, If you are looking fwsonfte sort of coismie Insight, 
the best I can sa/is "goed luck." Please donH ask me about fhe fcniininei'inascullne 
mystery. Dmi^ ask me why "taJI and ekinny" is sexy to some folks and jgititesciiio to 
others. I'm jtst as lost as rhe next guy—I'tn only following my nose. 

There aro certain chchds of beauty—basic elentents that no one realty 
argiues about In America, men usualty like to keep it simple and break down 

their prefercncoa into three baa [c groups. Accord Ing 
Y to Joe Lunch pa II, what we got on the menu is; 


What a superhero team that would makel 
L^d les an d gonf le men, I am a g^y, a rcd-bhotled, American guy, Ma ny 
b the time 1 have boGn out with a gUrriond and sc rue female would walk 
by and totally blow my mind, My girlfriend would notice my roaction and say, 
"God, what a face—she is so uglyr To which I will respond, "Yeah, but did you 

see her_ A, B or C, take your pick. Yeah, yeah, yeah, men are such pigs 

(smart mon novor argue this ono). All I cart say is that men and women see 
the world differently. 

So.,, do wo go after A, B or C If we want to capture something lusciaus 
on paper? Hay, if that is your thing, then by all means, go for Ir, One look at 
the workof Serpiori (of 0r^f/na fame) and It will bo nbviousthat hla work Is 

about B...and that Is the beautiful thing 
\ which defines his vrork and gives it its 

uni quo character. 








tit 3tfibw 
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The starfdi^rd ^hapo f{>r the 
human head is an sgg/ovaL Bur 
we can ha^e a bit of fun br 
startinf off with other basic 
shapes like a circle. rectaiTgfe, 
square and rrianglo. Pla/ 
aTound...experlment...stie what 
you can do with an octagon or a 
figure eight! 


SUPERSIZEIT! 

Whafsthe difference between a normal gu/and a superhero? Ur's say 
we're having supcrtiero auditions and thoso two guys show up. The 
first gMV^woU he's in docent shape. Heseemstoworkout Probabl/keepc 
his cholesterol down. Qntj if you're being roughed up by e cadre of 
hooligans, youVogoingto want candidate number two swooping in to 
your rescue. Ifs the size. White Tm a big proponent of varying body 
types, for your supe/heroes (and -villains), make 'cm big! 
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Since our characters will net always ba standiahimbo, 
you'ro going to want to move that torsn, and who b attar to 
illustratG that than Spidey. Bend it and twist it, but 
remombor, thera are limitc to whore it can go. a fact I face 
each time I enter a yoga class. 



ANATOMY 


37 

































HIGHDEFINITION 


When you'vn got all of Those elamenis warked aut^ you 
move DU to your fmish'Od torso. A? discussed in ftie previroifs 
lessons, become fantlllar wHIl anatomy. Know the 
difforcnco botwcon the abs and the poos, the iat^ attd the 
delrs. as well as theJr proportion with each other and.^Vofrar 
You can draw your own Daredevil! 


What are the differences between the male and female torse? 
Well, luohily, wc havoShannathe She-Devil and Ka-Zar emerging 
from a refreshing swim te lllLstraro the differences tor us. With 
womon^ I go for the classic hourglass shape, whereas the men 
look more heroic with a “V' shape to their torsos. With women, 
I fond to make the lines softer^ I don't put a Jot of definition on 
them. The simpler, the better. For the mon, hard end cut. I try 
to see as much muspulature as I can. 


SEXEDUCATION 




iff 


~rT 
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C^Hiftk'IPTPER. Tr.HDRElEii 3 


FACIAL EXPRESSIONS 


BY KEVIN MAGUIRE 


E voi sinc^ I got stfiitod in thie bi 2 » poopio havo always coiti- 
menred on my use of faces, ashing me who my influences 
wore. That's c^^sy; Chuck Jones, 
if youVe not hip To old Warner Bros, carraans, he's one at 
the alHime great aFiimation directors and creator of Wile E, 
Co/oto and the Read Runner. Chech out any scene where Wile 
E. sets a trap for his floet-footcd adversary and notice thu 


smug look on his face. No nood for dialogue, Thon watch tho 
trap gu harribly wrong. For me. the hysterical part wasn't when 
tho boulder crtishod himr it was the pathetic look on Wile E;a 
face Just seconds before, when he reallized he was screwed. 

Knowing just what type of expression to give your 
character is an important skill. So grab your pencil and 
let's gat emutionat! 


CREATINGLIFE 

1 onco had an idoafora comic following tho tifo of a rock. Yoah, I can 
hoar you: "Tho stury of a rock? Who cares?r Sure, intollectually. wo 
migtiflearnsoiiiotliiiig about geology, hut emotion ally, youVc right. 
Who cares? There's nothing to relate to. and that's my point. 



KODAKIMOMENT 


Okay, you're given a script where Hawkeye and Captain America 
aro chatting with a couple of women, Hawkoyo's doing tho 
talking. Let's say his dialogue's something like this: 

“Hello thore, ladies. Vou'ro looking mighty lino, l‘m Hawkey o 
of Avengers fame and this my trusty little sid ekick, ttie Capsrferl'' 
The interesting expression here belongs to Captain America, 
It’s a snapshot tn timo, Tho oxaot memont ho hoars his intro. Not 
before. Not after. 


Now, there are a lor of valid directions you could go with 
his look, like intonsc fury or surprise. I chose this mameiiL 
bacauso it's tho most intorosilng. It's during an emotionat 
transition hotween being happy and Insulted. It's a reaction 
that's unique to this moment, as opposed to shewing him purely 
insulted which could apply almost anywhere. (Especially with 
frionds like Hawkoyo.) 
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A g^aod way to work b to think of yourself a6 a director and your 
characters as actors. It's your job to make them porform. 
Personally. I neyer tbliih of comic characters as costumes with 
powers. To mo, thoy Vo pooplo. They oach react to things 
differently and you don't need dialogue to got that across. 

Let's use the X-Men gauges an exampte. Hero's the story; 
Professor X heads into the don and tires up the Nintendo, but it 
won't work. It's broken! So he goes around askir^ wlto broke it. Each 
X-Man answers with the somo four words; 1 didn't break it!'’ 

Sec if you can mate hi the correct face to Ttio thought: 


A) I didn’t do iti but I'm sure i'm gonna get blamad for 
e) I canV believe youVo asking mo that question. 

C) Oh, darn! I didn't know it was brohen. That sucksi 

D) How many times do I have to tell you, no I didn't! 

E) Okay, I did ft, But Tni not going to admit it. 

I'm not gonna tell you who was thiitking what. If you can't 
figure it out, then I haven't done my Job properly. Break off into 
Individual discussion groups ityeu'rio having trouble. 


THETWO-FACETHEORY 




Let's take a look at what I call my "two-face theory.'’ It's a hit 
more exaggoratod than the Captain Amorioa shot on the first 
page, and jt's samething I like using with deranged characters 
to give them a quirky sort of CKpresaien. 

It's real easy. Take a shot of the happy Sabretooth and 


pasta it together with a shot ef him furiaus- Check out the 
roeulta by placing your hand over ono side of the third 
lilustraticn, then do it tn the orher aide. Got IT? It's kinda fun. 
Now try it with other expressions to seo what kind of 
combinations you can come up with. 
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■NYOUREYES 

Okay, you're pencilingX-Mcnand tho 
script says fwn words: ""Wolverine 
smiles." But there's more to a smile 
than just flashing enamel. A$k 
yourself what else is iivotved. How 
does he feel? Why ie ho smiling? Each 
of these three faces is exactly the same 
except for the eyes (and the eyebrows 
and torahead). Doing different things 
with the eyes dramatically changes 
the meaning of hie smilo. In the first 
III ustratlon^ Wolverl ne seem s since re, 
almost charming. In the second^ ho 
looks giddy, oven goofy. Nor at all the 
Wolverine vveVe used to. But the third 
one, that's the Wdiverine we know and 
love. Thar's a smile that says "I'ni gonna 
kill someone and enjoy it!” If a tho oyos 
that make all the difference. Thay're 
not called the “windows to the soul" 
for nothing. 




\ 



I hate drawing characters who have no pupils. (And no, I don't Anyway, check outit>o$o shots of VUolveiine with his mask on. You 
mean students^) You lose a valuable tool without Martial g^a better sense of what he'sthinking when you actually see hb 
artists suggest looking in your opponents’ eyes to ace when they’I eyes, Granted, r^ot showing hie oyos works to Wol vio's advantage 
attack. (Or maybe I heard that in some Jackie Chan movie.) In bartla, hutycu see what you're losing as a storyteller. 
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LINESTRENGTH 

I was taughr that when drawing c<»nnrce you nood iofd* strong 
lines. And in a Tot of cases, that works Just Mne. But it doesn't 
have to he a uiivoroat rule* Thorc are certain moirtents where 
the characters aretVr strong. They're human. Tlioy teol a wide 
range of emotrons. 

Take Rood Richards, He's just boon given aome dovaatating 
news. Ttio first illustration sttows atypical coiiiic-'hook reaction. 


Yes, it indicates shock, but you've gotta agree that the second 
reaction goes much deeper. He's completely staggered and 
omotfoitally vulnerable. On an actiun^jnevie star scale, the first 
shet'^s on a Joan-Claudo Van Dammo level, whereas the 
second one's more on a Harrison Ford level You know what I 
mean? So don’t be afraid to use different types of lines to add 
depth and serious emotion to your character's face. 


i 


WRINKLE 

CREAM, 

PLEASE! 

When drawing young people, 
especially women, you have to 
watch out Make sure not tn go 
ovo rbo ard o n the wrinkles. Loo k at 
The eKamples at right. Sure, Kitty 
Pryde looks really upset in the 
second shot, but all those wrinkles 
also make her look about ID years 
older than sho should be. So bo 
careful; It's a delicate balance. 




Y'KNOW, I could go on for pages upon pages showing you how to draw an angry faco nr a lustful face ora sad face, hut that's not 
the point I want to illustrate. Facial expressions are one of the storytelling tools you have to work with. They're not about 
pcrcllingagoofy faceor an intcrostingoiio; they’re about penciling am appropriate face. Get inside your diaracters. Know how they 
fed from panel to panel. Use a mirror if rt helps. And if a picture's really worth a thousand words, then the right facial cxpicssion's 
worth a thousand thought balloons. Have fun, and i'iJ see ya in the funny books? I'HijJ) 
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CHAPTER THREE: 


HANDS 


BY GARY FRANK 




F irst, tho bad news. Hands are capable of 
assuming: as great a campieitity and variety of 
shapes as all the other parts ef the body 
combined, so the idea that you can learn to draw Them from 
a few scent pages is a littlo cptimistfc, to say the least. 

As for the good news, Ihl be giving you some 
'^basic" pointers. The best way to really learn to 


draw hands is (as with most things) to practice 
with rsferenc^s. And toads of references aro 
avail able., .just look around you. Check out hands 
on TV. In ntevies. In magazinosH Why, you can even 
use yourself as a model. After all, most 
people contemplating a career fn drawing have 
access to at least one hand... 



BUILDINGBLOCKS 

When you begin, there are certain fundartientals which 
should bo Ifopt in mind. All hands have an underlying 
foundation. Flfure A shows an extremely simplistic 
hand shape in which you can see Its basic structure—the 
^hardpoints," If youlikc.Thesearsthe primary bulleling 
blocks of the hand—they arc always prosent no matter 
what position the hard adopts. The four fingers all niovo 
in a fairly restricted plane, but the seam which 
saporatos tho thumb gives it opposable movoirtonf 
(Plfura B). 


FIGURE B 





The good thing about using a "birilding 
blocks'" approach is that it helps you 
reniember you are dealing with a throe- 
dimcucional structure. But while you arc 
practicing with these shapes, you must 
bo looking at real hands for rofcrcncc. If 
you leave this important stop until later, 
you will have picked up lots of bad 
"mochanicar' habits and rulos which you 
will find difficult to reconcile with the 
imago of tho red thing. I have no idea how 
many hands I have drawn over tho years, 
hut I am still surprised by tho shapes they 
make when performing certain tasks 
(FtgiiroC). 



FIGURE C 
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Now youVe ready for the neicr step* Try 
holding--or have others hold—varloLs objects 
op and draw your hands from Hfe. To get 
different angles, mirrors are a huge hdpK Note 
how the banes and knuchtos bocomo more 
prominent as the shin Is pulled tight 
(FIgura D). And If this all sooms a little 
boring, a little too much like school, then don't 
bather with it. I'm serious. Cut the corners, 
and you might eiieti get work. But bear rn mind 
that not only will you not be very good at 
drawing hands, you will always find drawing 
bands difficult and unpleasant. With a little 
patio non and practicOi drawing the hardest 
hand images—Iike a band wrapped around 
the handle of a gun or holding an apple, or 
two hands clasped together—should come 
naturally for you, so give It a try. And then 
thoro'll bo fun hands to look forward to» like 
NIghtcrawler's four-^fingered one and the 
Thing's reeky fist! 


The worat thing you can possibly do at this stage is to start copying another 
artist's finished linewark. You are creating a hand, not reproducing 
someone else's ciphers. Copying an artist's work will lead to liar, 
unconvincing images. Besides, each time you copy an artist's lines, you 
are not only reproducing their flaws—you're adding some of your own. 
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Oiic« /oufeel confident with ba^ic hands, try some morecGniplex^ 
shapes. Add light and shade as you would with simpler objects. In 
order to get an Idea of where the shadows will fall, first decide 
where your light source is, Everythingon the opposite side will be 
In shadow. Bear In mind That anything solid (lllte fingers, for 
Instance) will also cast shadows. 


Hands coma in many shapes, sizes and textures. You should try to give 
your charactors hands with an appropriate looh. For instance, a woman's 
hand (FlguntE) will generally bo more slender and Einooththan a man's 
(Figure F)t while your average comic bad guy might have a hairy mitt 
with the odd chipped fingernail (Figure IS), The most important point is 
that there can tie a tot of character con veyed simply fay the type of hands 
you chooso to givo someone (and while you should always try to bo 
consistent, a weird oontbitiatian of these three hands would be 
intorosring)^ Sec, hands arc more important than you thought! 
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Another way that hands can help in storytelling is by 
enhancing exprossions. A good actor uses body languago 
to communicate a multitude of feelings end Ideas, and so 
should a good uonoio artist. Look at the off act the addition 
of a hand has on this coetureed hero. In FlgiifQ H, you 
can't tell If ho*s thinking, angry or confused. But by adding 
juet one handj you irslartly roalizo that tic’s pondering 
something. Now, isn’t that much batter than just a word 
balloon saying ‘"Hmmmm,..? 


Same thing with the girl who's been 
asked a question in history class. She 
doesn’t iDok too confident, but in 
Hlgtme L it takes a simpie hand to make 
her look raralty clueless. (Of course, 
she might just be aof/ng'dumb.) 
Remember: body language! 


AT THE EflD of the day wo are trying to create choractors in which a reader can 
believe and Identify. Using hands and body language is a subtle (yes. tl^t means you 
won’t get much credit for it) way of acliicving this. 

And there you have if. Hands, They're not easy, but when used properly they can 
improve a comic to no end. Besides, nearly every comic character has at least one, so 
you really ought to learn to draw the darn tilings. Best of luck! 

Gary Fratik^s handiwork can be soan in such comics as Marvof's Incrodiblo Hulk 
and/nati;re-fr?ad^r^ Supreme flower, fife’s Super girl and Midnight Nation from 
pubffsher Top Cow, 
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I RECOMMEND liuntinig ttovvti some baqk^ on 

drawing realistic proportions—check /our local library^ comic 
shop or baakstore^ Once you'vo studiod* pracTiced and 
Icamodthe bas^ica, your only limits will be your own talent and 
Imagination. Have fun! 

Dah Kaowti 's pcticih esn be seen on proportionafly oool 
books ifke Marvof's Incredibla Hulk, Top CowS The 
Darkness and his creafor-awned properry^ Pin. 


CREATIVESPIN 


MONSTERMASH 


One of ihe things I really like about drawing 
cemtes is creating monsters From scratch; 
you can go nuts with proportions! If yeuVo 
drawing a croatnre and creaiing your own 
monstor, you could draw it 30 feet tall wifh 
eyee the size of ear tiros! Just rornomber, 
it's very important to keep the size of 
ostablished characters consistent relative 
to the 9l3!0 of otitors around them. Take the 
Thing hi the o)<ainple to the right You 
know he's a pretty big guy. so iiittlng lilm 
against this creature Just shows bow 
insanely huge it is! 


The Hulk dwarfs his wifo^ Betty Banner, in stze. 
In this illustration, I'vo given the Green Goliath 
vary largo hands and Foot to make their proportion 
differoriCQB more obvious, To take this a stop 
further, fve drawn veins and tendoriB on hi$ 
arms to give him a body resonating with power, 
even though he's in a relaxed position. An artist 
may choose to take creative license when 
drawing characters, but when it comes to drawing 
'‘real" people, I like to vso realistic (or at 
least bolfevablo) proporticino. 
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CHAPTER FOUR: 


jMTm 


IN ACTION 

* BODY LANGUAGE 

• MOVEMENT & MOTION 
• DYNAMIC FORESHORTENING 
> MAKING CHARACTERS MOVE 

• ACTION SCENES 

• FLIGHT 
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B cmJ/ langifagD ia ono of tho moel inisundorstood 
liarrs of the drawing process, I know some of 
you out there oro ttimking^ draw a guy 
punctilng an other guy, and you'ractone!” But It's not that 
sjnipl«. The fetm “body language** refers to the pose one’s 
body adopts to convoy a partECular aftitndo or omotion. 


If9 somothing wo all do ovory daytConsciOLiolv or notni 
In the following pages^ I’m gntngto show you just how to 
'^paso'* yo Lf characters so thoy aoom a little mere ball ovabto. 
Ideally, yau want tfio reader to understand whafs happen¬ 
ing without readingthe word balloois, and an evocative pose 
can really pul the roadorin! Now, lofc gat into troubte^ baby... 




FIGURE A 


UH-.,CAPP 
HOW LONG PO I 
HAFTA GTAMP LIKE 
THISP 


A good, boliovable poso should toll the audience just what mood 
your character’s in and what he intends to do. A had pose, on the 
other hand, can make your character look ridiculotis! Take poor 
Hawkeyo here (Figure A). He needs ^ chiropractor 1 He doesn’t 
look heroic, he looks unconifoinahla. Look at how his back is arched 
and flow stiffly his arms are held. If^ hard to take him seriously. 

On the other hand. Captain America looks confidenr, heroic 


and bcliovablo (Figure fi), Even though he’s standing still, he looks 
as if he might spring huo act ton at any moirterit. Notice how it's not 
just the colm, so1f-aa$urcd look on hlolaoe, but his overall peso that 
te I Is US wh 0 he I s. His a rtns are away from his body si igfitly (tell Ing 
us lie's ready for anything), hia fists are clenched (but relaxed) 
and ha's moving forward (to face whatever evils the writer throws 
at him), ready to kick Nazi butt! 


FIGURE IN ACTION 





























GETAGRIP 

□neoftfie itxtst imports thin^f learned ^ut diahMn^good 
tiody language was l»aw to ^nlct llie pencil! Tor yesm. I'd been 
trying to sketch my basic drawings with a firm grip meant for 
rendering, resulting In stiff. unnaturahloDkingposBs. Q^nce 
I was shown how to uso a light ^sketching" grip when 
breaking down a figure, my drawings suddenly hecante 
lifelike and naturatl This sketching grip allows you to use 
the whole arm to create broad, sweeping lines. Try it. 




FIGURE C 


nCURE D 
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STmKEAPOSE 


No mattor what emotion youVe trying to convey, you should always 
breakdown your figure. Hero's how I ensure the most I if a like pose 
First I oh 00 so the attitude I want the character to convey. Let's say 
I want to draw a menacing'looking Moon Knight- ’’Monacing” brings 
to tnliid an Image of D racul a. especi ally when apply I ng it to a n Igln- 
timo character like Mcen Knight butslnceha'aacuperiroro, Moon 
Knight also needs to be dynamic. 

In the firat akateh (Fl^PO C), I draw the basic line for his 
spine, head, arm? and logs. But 1 reah^o his left fog needs a more 


dvnainfo angle, so f change it and add the capo (Fffyre 0). 
which Nofpe add moticit totho figure. Hew hero's the key: J sketch 
the pose as fast as 1 can, drawing only the lines needad to “read" 
the pose. Dnee I'm aatisfiod that tho poaa cenvoye the attitude 
I want, I start drawing Moon Knight's body over my Initial skatcti. 
atill using the ''sketching'* grip. I try not to use the "rendering" 
grip until I start to draw details like lifo hands and face. That 
way. The figure will retail the menaolig altitude I want without 
atiffoning up. 
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WIZARD BEST OF BASIC TRAINING 
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Qad)/ languages can convay a numbfri' of dfffofoiil onta^tiiins. 
Everything from love to shack to pain can bo eyprossect througti 
your niovfimfints. Here ate a few exainples to get you thinhing 
about juEt what your body's trying to say. 


DEFEAT Poor Frank 
Castlo. Shouldora slumped^ 
head bowed, back huncheil 
over. Sort of givc^ ttto 
Impression of [tofoat, 
despondency and depression. 
Sniff, Chcor up, Puniehor— 

I hoar they raised The 
minimum wftgo,.. 


LOVE The pose Black Cat's 
etrihing here Is the typical pose 
for a girl in love. Her hands 
clasped over one shoulder, 
head tilted towards the 
^ object of her affection, and 
,. .1 one foot swept back, all 

K. 

soom to say, "I'm in love!'' 


j PAIN I can't think of abettor 

^ OKainplD of pain than Gaptairt Kirk 
M himseIf.Noticethafihapainsaomstoba 
^ in hl$ guk se his body is folded around 
I his mfdsoctian, with his olbewaalmost 

I 1 

^ pcintlng TO where It hurts. This Is a 
* natc ral, i 1 jtlnctive raactlon to pain, as 

it to cover or protect Mio offending 
area. (Pius 11 looks great on cam eia!) 


IMPATIENCE Here a a 
typical pass for Impatience 
arms crossed, foot tapping 
Looks tike someone's a 
llttb late for a date! 


SURPRISE Surprise?Ttiat'a simplo, 
/ f 7 right? Mor so fast! What If your 
character Is wearing a full-face mask, 
like Spidey? Sure, you ceuld cheat and 

''I 

‘ V have his oyuholes open wide, but 
. — V- lal^s eay they're actually ctitchod 
ontd his mash and can't move. 
Now you have to use body language to toll 
the story. 


FIGURE IN ACTION 






































Now iFiot you've got all the basics, if s time to take a Fook at different sizes and rextures. Nero Tve provided a number 
of comparisons to shew you a variely of feet 



Figure 0: Here's an average human adult male foot. We 
can determine that from the shape, size and the bit of hair 
on tho leg. 

Figure Hi Here's the Hulk's foot. By using the same anatomy 
lessons, hut making everything fatter and bigger, he looks more 
believable. Consider the size of the creature that a foot haste 
support, Tho bigger the creature, the bigger the foot should 
be! If a normal big toe is about the size of a canister to a SSmrni 
roll of fdm, then tho Hulk's should bo tho slzo ot a coda cart. 


Figure Jt A baby's foot should have very few bones showing 
through. Babies' Feet and hands arc small and undcvolopod, 
so they should appear soft and tiny. This can be achlevod by 
drawing fewer shadows, or smooth shadow lines. 

Rgura tC: Lastly, here's an average, human adult female foot. 
A good method of indicating a female foot Is to make it 
narrower than a malo fooT, and smoother iti texture. With the 
line work, less is more. Since many women shave their legs 
and paint theirtoonailB, this also Is a nice detail to add. 


Flgufe I; Here’s the Thing's foot. I imagine that because of 
his rocky skin condition, his little toe and fourth toe would sort 
of fuse together, which is why he seems to have four loes. 
Again, sticking to the eerrset anatomy and than adding tbo 
rocky pattern to the shape makes the Thing's font convincing 
as the foot of an existing creaturo. It's important to indicate 
where his foot would bend and move. I draw smaller rocks tn 
the bends to give tho appearance of regular movement. 


I CAN’T STRESS ENOUGH that the best place To learn, 
like all things, is real life, Fractice drawing intoreetingfoot 
from magazines. Remember that style comes from you and your 
mterpretation of real life through your imagination and art, rrot 
by copying someone elfio’c crylo. Tho more you practice, the 
better you get! Giao! 

Derick floberfsoff gar Ns fttor N the door wfrh DC/Venfg&^s 
TransnicIropoHtan and aha has aignificanf runs on Marvels 
Wolverine Nightcrawler, 
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CHAPTER THREE: PART Z 




H OW do I draw women? Usually with a ligin blua 
balipomt pen. (I hate drawing witti a peticd.) 
How is The sexy girl, pinup Idnda thing done? 
Well like Ben Kenobi suggested, I use the Force* Moaning, 
I tollow my instinetE. I just draw what I like. If onyone 


else digs it or finds it attractive, then I am ahead of tho 
game. Who car g]u 0 ss if wo will find the same things 
soxy? The best that \ can do is to tell you how I 
personally define fvsciotts amd then urge all aspiring 
devotees of the feminine fdmn to explore their own visiork 


i 


T 

I 


DONTBEABOOB 


Taklnga cue from fellow artist Mr. Adam Hughes (seepage S3), 
lot's look at the dictionary dofinition of 'Mueeious^; sweet, 
seductive, sexy, richly luxurious or appealing to the senses. 

Yepj that is how I feel about tho art of femlnino beauty. 
The lesson of Vincent Van Gogh teaches us that ‘'art" and 
'^beauty" are highly interpretive terms. Poor Mr, Van Gogh 
barely sold any artwork while ho was e||vo« and yet many 
years after his death his paintings are among the most 
famous, sought-after collector's items on tho planets Before 
you put pencil to paper, piess^ mm&mber this/All of the 


world's true artistic gorlusos have walked through the fires 
of ridicule. Tho world always resists new visions, And yer, 
If ait artist 1$ on targets that is what the world wants from 
them most — a new Wsiora. 

First of all, Icfsall got over tho boob thing* Tiy and figure 
out what, tfsstdes rnammary ghnds, makes a woman a 
WOMAN. Girls are different than boys. They are curvy and 
mysterious. And besides^ "boobs"can he purchased—and all 
enlightened souls know that any thing you can put a price tag 
on is ultimately bellow. You can't buy roaf sox appeal. 





> TVie/^X 

NevER EV£N 
CROes THE Ulisie 
FROM MALe TO 
FEWAL.£ UNLESS 
VOU'R£ TALKfNS 
^BOUr A P-CUP 
s. OR BETTER, > 


No kidding, at a comic fanak convention this past summer, I 
beard a troglodyte utter these exact words; 



f 
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Try and tNink abcul woman. Dirb. Incarnations of the Goddess. What is the 
origin and soorco of their special spark? 

TMs'^fDinalciiDss*' is a mystariaus thing, and Qveryone dofiriEisil in tfiair own 
tomt&AityonoattiacttultothofcifT^mii^ "WlmttunismoofiPWhart 

atnur the □pposite sex hits me I ike iighmingand insrantl/ shatters my self-oontral?* 
I imt—of eotii^e-wrihngthis framthe point of view of a heterosexual male. To any 
female arttsts out there reading thb, If you are looking fwsonfte sort of coismie Insight, 
the best I can sa/is "goed luck." Please donH ask me about fhe fcniininei'inascullne 
mystery. Dmi^ ask me why "taJI and ekinny" is sexy to some folks and jgititesciiio to 
others. I'm jtst as lost as rhe next guy—I'tn only following my nose. 

There aro certain chchds of beauty—basic elentents that no one realty 
argiues about In America, men usualty like to keep it simple and break down 

their prefercncoa into three baa [c groups. Accord Ing 
Y to Joe Lunch pa II, what we got on the menu is; 


What a superhero team that would makel 
L^d les an d gonf le men, I am a g^y, a rcd-bhotled, American guy, Ma ny 
b the time 1 have boGn out with a gUrriond and sc rue female would walk 
by and totally blow my mind, My girlfriend would notice my roaction and say, 
"God, what a face—she is so uglyr To which I will respond, "Yeah, but did you 

see her_ A, B or C, take your pick. Yeah, yeah, yeah, men are such pigs 

(smart mon novor argue this ono). All I cart say is that men and women see 
the world differently. 

So.,, do wo go after A, B or C If we want to capture something lusciaus 
on paper? Hay, if that is your thing, then by all means, go for Ir, One look at 
the workof Serpiori (of 0r^f/na fame) and It will bo nbviousthat hla work Is 

about B...and that Is the beautiful thing 
\ which defines his vrork and gives it its 

uni quo character. 








tit 3tfibw 
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WOMEN 


THEFINERTHINCSS 



Personally,..I'm a lace man. If a girl has the right face, 
I atiiputty [a her hands,want my sduI?H are, have 
it—It’s all yours. Just grant mo ana 

I love the papular physical attributes just as much 
as the noKt guy, but it's the subtler, less obvious things 
that get my atrention first: 

1 HANDS 
2, LIPS 


Those are ail eiemorifts with which peopic express 
themselves. Folks who fake E.S.R are ra/aJ//aware of 
this, In my art I am always trying to capture something 
that is beyond the verbal—something that words are 
at a loss for. I am certain that this is why my ernator- 
ownod comic £>aw/7 makes absolutely no sonee to some 
people. The right person with the right gesture can 
shatter worlds and raise ompiros. The right smile, half- 
crooked as If if is caught in a web of setni-deniaL A 
feather-light touch on the shoulder giving a lover's 
consert, and the mvitation of so much moro... 


Once in a bar, I witnoseed the arrival of the Frottiest Girl in Towrt. 
The crowd parted, and the Princess lanknd arpund the foam, sarily 
trying to find her equal. She didn't; she know that ahe wauldn't 
Meeting her eyes, I was amazed fay her cold disdain, the harsh 
and brutal judgment, the icy distance I found there. Clinically 
speaking, she was the prettiest girl in town—the right figure, the 
right ncsc, ths right body weight. But to me she was abhorrent, I 
found her as ugly as hell hocausc her soul was ugly. 

In rny workt I am trying to capture the opposite of that. 


*1 

t 






























Joseph MichsetIrnsncr^ croatorof tho alsopaiittsan eyc- 

catctiftig CotiAn on The cavers of the Dark Horso Comics series. 


TAKEALOOKAROUHD! 


Bs/ond a pretty face, Is there any part of the female anatatny which 
REALLY ntakes me weak inttie knees? You tot To me, the force of 
fcmininily is delinod by the hips. 1 love hips. I worship theTii, I adore 
them and am destroyed by them. I know that not all men appreciate 
luscious feminine hips. Hell, my last landlord took ono look at a framed 
picture of my beloved Dawn hanglngon the wall, and all ha had to say 
was. ‘‘She’s shaped like a pear." 

We1l...t}iore's no accounting for taste. 


Ah 




I PO NOT want to tell any aspirir^g artiste out there what or what not 
to draw: "'Draw long legs and thick, welhshaped eyebrows^ that'll be sexy. 
Aiid don't forget the perf^ very round breasts." 

Lator for that. If you wanna draw or paint women, my solo advice 
is this— LOOK at them and study them. PO HOT look at books or 
magazines. Look out your window and down your street. H/cmen are 
Bverywhero, and their beauty knows nu bounds. I look at a lot of art, 
both highbrow and low, and I can say without hositationthat there is 
an infinite spectrum of fominlna beauty just dying to be rntplored and 
captured on paper. 

Look beyond tho norm. Look beyond what ths media (yo/tfs—f/tar 
fnefudes this boc/i) tells you, and find your own line, your own vision 
and your own idea of boauty. Have tho courage to define and embrace 
what yuur own soul tells you a luscious lady is. Because in this hollow 
world of pre-packaged pop otera and silicone centerfolds, wo rtoed 
new vis I o ivs ^ desperately, 
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BY ADAM HUGHES {AND FRIENDS) 


TAKe 
\r AWAV, 
WANPAf 


W ell, tiello! An aspiring/aung artist I see! Do 
you think you’ve got it? Have you the mutant 
ability to make your homines auiltry? 

My name i$ Wsnda, and this is my friend Janet. Tf aiiyone 
can help you find an answer, it shoutd bo usi Wo can’t 
teach you everything, but perhaps we can open a door nr 
two for you that will aond you off on your own personal 


Joumoy Into a much biggnr world,.. 

My only request Is that you use what you've learned here 
wiseiy. i fear fhoro arc ntoro artists our there who mcnolywish 
IQ pander to the masses itian those who wish to create very 
attmetivo, yet very three dimerisional and bdiovablsfeminnie 
comic bock characters. Roineitibcr—with great power comoe 
great respciicibilihd i believe i r^ad that somawitere,,. 


Hey HABRB, 

MANDBOMB/ 


Let’s 3 cc..,thc IVebsrer's Mew IVerW D/cr/onary here in 
the library at Avengers Mansion describes sultry as 
’oppressively Not and moist.” _ 


OH/ f PON'T 
THINK f LIKB 
TMAT-'-f 


Hero WQ go; Tho Second definition io “hot nr inflamed^ as 
with passbn or lust.’' Well, now! I thlnh iti^t's; what the Wizard 
boys invited us hare to diccess. Wouldn't you agree? 


NO ANIME ALLOlAf ED 

‘'Stop wafchiitg and mimicking Japanese anltna. 
Poficmonwon'i get you a job at Marvel or DC. They^ee 
too muchofthatr -AlexMaleavptodev^/ 


'' \.f 

f \ 

i 

i 
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^ r tWOU(5HT ^ 
THEY WANT^P TO 
kSee aooasf^ 


OH. HUSM. 


COHf YOU KNOW N 
WHArs SIX [isICHeS 
LON(3, TWO INCHES 
WIPE^ AND PKtves 
. ME WIUPP ^ 

MONBY/ 




YOU'RE NOT 
HEUPING. 


cleavage will change lhall ^ 

Alao, do mo al^indiiOEs and pt&aso 
remenntaer not to frtake all your temate cliaracters suirry. I know ifs 
templing, but If every lady in your comic is a paosiorafo, lusty bad girl, 
well then f ret ono among them will stand o ut,will itwy? Of course not! 


The problem is thaMiko art or music, it all sounds rather subjective, 
doesn’t it? What you find suttry is prol^bty very ft^rslield from what 
I find as such.. I'm sure noue of ycu ftnd androids attractive, do you! 

I believe the most important aspect of sultrincsa I can Impart 
to you—before wo got to a fow universal tips—is that it really has 


nothing to do with liow a character looks! That's right, How a 
woman looks is quite often the least intportatitingrediorit in her 
wheh^s brow of sultriness. That's because sultriness is a character 
mnt. It comes from within Ifs an aspect of personality, not appoarancD. 
It your charactor isn’t sultry at heart, no amount of lipstick and 


Wall now, I could spend all day talktng and fill this entire 
lesson with a lot of theory, but that's not what you ripped open 
this booh for., Is it? I shall assume that you already know how to 
draw a woman, and arc ready ferafow bits of advice that soom 
to work for virtually everyone. 


I 


J 



FACEIT 


When drawing faces, try nut to over-render. Toe many linos 
clutfor up a lady's taco, and cai^ even be mistaken for wrinkles. 

Practice accaihuating the eyabrews, eyelashes and lips, while 
de-omphasmng the foalurcs which can mako a woman soom tee 
harsh—tike choekbenes and noses. Thfckar, fuller eyebrows cart 
really add to a sultry expression, especially when they have a alight 


arch to them. If you drew the ltd coveringtho top part of the eye. 
it can heighten an olready sultry expression! 

Tills won't holp in paneHo-panel continuity, but it werka 
wohdorfuMy on covers: eye contact! When a reader feels that 
the lady on the comic Is looking at him and no one etsc in the 
ahnp, it works wonders! 


I 


r 


, i 


f* 
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Tilers arp many different ways to draw lips, but one tried-and- 
true way to givatheni asortsuausbokis to drawihsm bbcic.wjtit 
lirrie highlights eittho tap and beitonn lips. This makosthem esqiti 
desp atid meisl, which I'ys been told is very sultry! 

T|isn}< you^ Jaiot, far draining ttie last bit of austerity out of 
tlis procasdlngs. It is impartantto note, however, that less really 


fs more when trying to render a truly sultry cj^preaaion. Even if 
ymirfavorite artfst does I heartily recommend that you abstain 
from over-re adoring a face. You won'! bocoinc bolter by drawing 
one face far hours and haiirs; try spendirig those hours drawing as 
many faces as possible. Rein ember, you have to fail at saniething 
quite a few times boforo you ean start to succood at it, 




HAIRRAISINCi 


Hair Ib also an important part of the equation. Whether 
your oultrychariacteT’s hair la long, thbk and iuxurious. 
or short and stylish, ynu can use her hair to create 
sensuous curves tu aocenruaie her features. 

One important thing to romembBr ebout hair; Try 
norto over-render the Individual strands. First, think of 
tho ovorall shape of the hair, and then bo select!vealHiut 
whe ro to rondor the ti ighlights. Whorevor you do c id c to 
render higlilight& an iJ shadows will bethsamas to which 
the reader's eyo will ho drawn. 
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^ f'M CERTAIN ^ 
yOU^RE POrNG THAT 
AS AN EXAMPLE OF 
WHATAA^r 
TOOO... ^ 


CWHATP 

'WA9 I ^ 
POSING^ 

^A40/P 


BODY 
TALK 

If you pracllcfi 
onoitgli, ifou'll notice 
that almost all the 
linos you uso to draw 
a siJEtry woman are smooth, soft and curyacoou^. Try 
not to use many hard angles, whether drawing facial 
foaturoOH hair or even a poso! When drawing, use Hnes 
that curve gently, like the letters "S" or ”C7 Try H...nor 
everyone oan make it work. Can you? 

Speaking of poses, I suppose we ought to at least 
address the issue, even thoueh we're running out of epacc 
rather quickly! 

Try not to ovorpose your characters, As we stated 
earlier, sultrinoas is a charactor traiti if your hcralne is 
naturally sultry, then she shouldn't need to strike e pose 
to get her innate sensuouaneas across. Practice drawing 
sultry woman in repose, rather than in a forced posture. 
RennembBr, a truly sultry lady wiil be that way naturally, 
even if no one is around to look at her» Sultriness should 
never he an act. 



Finally, I feel the need to discuss the.„aheiin„.Zen and Tae of endawmenre, 
Many of you may think mo a bit of a hypocrite whan I tell you that the size 
of a woman's chest has little to do with a woman's attractiveness, but it 
is th 0 truest thing I eay to you today. 

If bigger Is truly hotter... 


Uhh,..wlth that said. I think 
wo shall take our leave cf you. 
I stnoerety tiopa that you are 
one of the few wfio shall grow 
as an ari 
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Wit}t Angel (Figure C), w& the dator mi nation of Vieion tn Rgm A, but with 
much more grace^the arch in his back and his open hands rail u$ he's flying 
quichl/j with purpose^ but isn't out to punch the next thing he sees. 


Composition Is key In creating the lllusiDn that a character Is ftoathig above the 
ground. To Indicate liftoff, you must show the onvironment from which the 
character is leaving and draw rha figure above the ground of that environment, 
lotting U3 know ho'5 already in midair. Check out Hior's powerful, deferminad liftoff 
(fl^ro D). We see that he’s flying up from a rooftop (the shadow on the building's 
edge tells us he's not on it, but apart front it). His cape and hair hilFaur behind him. 
showing us the rush of air and hb direction. And the fact that Thor b heading up 
towards the top of the page lars us know he s headed up towards the sky. 

Mow look at Thor landing (Fl^e E), Here, he almost looks like ha's leaping 
down from a higher building. That's a very hoLptuI koy, A character landing has 
his or he rwef^t behind him, and his body wilt bend appropriately. Unless It's the most 
graceful touchdown, a character should have soma bond to his knsos, arms and 
torso to clue its in on the pressure of his landing Further moro, his cape, hair and 
arms, all pointed towards th© sky, let us know where he's coming from. 


FLIGHT 
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COJLI-AOORATE: GREAT! 

“Personally, IVe taken the biggest leaps of grewtli from 
collaborating—i.o., inking somoono‘s pencils, soincono 
inking my pencils, drawing from soineona nlse's script, and 
30 on. Rome mb or that in a collaboration, It'a important io 
res poet everyone's contr I tuition white siirtultaneoiisly 
Standing strong for your own efforts if you believe in what 
you ro doing " —MiitQ Allrad. 


SWINGINGMYWAY 


Flying characters should be handled very differently from 
swinging charaotors, although some Gimiloritfcs romain. 
Note the position of the Human Torch (Figim F). He looks 
like he’s gliding through the air, his head and outstretched 
arms and hands loading him with determination 1tirough tbs 
sky. Spidor^Mailj on the other hand^ is swinging from 
builtfingto building. Ha toads with hlsfsot,and his arms are 
stretched out in both directions as he leaves one wob 
behind to use another. He’s held aloft not by any ability to 
float in rho air, but by the delicate dtsrriburion of weight 
between his arms and legs, torso and head as he swings. 
He should look os though he could fall to his doom if his 
woblines were to suddenly disappear, 


BREAKINGBORDERS 

With Rogue hero, wo see another oKample of ccmposltton 
giving us the visual cuos we nend to believe she's flying—her 
putstmtehed arms, hair flying behind her and speed lines all Indicate 
her diroetion, and the planetary background indicates her 
environment. Her arcing figure is bold enough to break through the 
panel borders. This final cholco is one a lot of arti 9ts i I ko to ua e, b ut 
it also leads to a common compositional mistake many artists use 
that destroy the illusion of flying..,^ 


PRO TIPS 


FIGURE IN ACTION 





















































FIGURE C 






Compoaitjon is important m other ways hero. In Flfura Hi WarbM 
is posed ff^agonally—always the bast tor dynamism In a panel. But 
she looks awkwardi like she's leading with her leg and torso, not 
her head. 

In f1gur« Cl, Warbird keeps her diagonaf composition, but tier 
body is moro solidly posod. Sho looks like sho^s in control of bor 
arms and muscles, not the other way around. Her head, twisted the 
opposite way of her legs, is still poised solidly on her shoulders. 
Even if she was to turn direction in midair, she looks in control. 


CAPETOWN 


One of the easiest ways to craft the illusion of flight in a 
comicbook is to position the figure intho panel unattached to 
any panel borders. Notice how Warbird In Figure G seems to 
be floating in midair. This is because she Has noanoKor—that 
Is, nothing attaches hot to the panei border. 

But in Figure lit Warbirit's toes and forearm are cut off. 
Many artists draw figures that don't tjuite fit in the panel and 
cut them off at avrkward points on their oitrcmilias. Not only 
are these bad composition chotcoe, butconnoofingtho figure 
to the panel border destroys the illusion that the figure is 
free-floating and, therefore, flying In mrdair. 


Hera's another easy Indicator of flight: A billowing cape, 
like Guardian's to the right, suggests the wind whipping 
through it, and helps indicate direction and motion. The 
more dynamic the cape, the more dynamic the figure and 
tho oompoaltion (but don’t go ovorbeard, and don't connoet 
the cape ta tho border). 


rMCHT 

ANCHORSAWEIGH 


WIZARD BEST OF BASIC TRAINING 

































I 



A character's hair is another great indicator that a character is 
f lying, leaping er in motion. The wind pushing through Sho-Hulk's hair 
(right) tndtcatos speed and directlan, Irnporrani car^BideratiDiiS 
while crafting the iJtnsion of motion. 


A great model for characters flying fs characters swimming, The poses, 
angles, billowing hair, wind- (or water-) whipped capo, diagonal compasirtian 
and the onvironment the character is in are all just as applicable to a 
swimming figure as they arc to a flying one. Just somothingtoryou and 
Prince Namar (left) to thinh about. 


Whal about two characters fighting while thoy'ro 
flying? Tho same rules apply. Campositlan Is 
remove the figures from the panel borders to create 
the Illusion ttioy’re floating in mid-air, like Iron Man 
and Supsr'Skrull. Create backgrounds now and than 
to lot us know that Iho characters are not grounded 
and, in many cases, are flyiig hundreds of feet above 
the Earthi Keep diagonal lines In tho panel to create a 
dyoamie composition. Aitd kesp tho figures' logs flung 
about—they should tievor look like they can stand on 
the ground tho minute they're upright] They should 
look like thayVe in constant froefali. 


I HOPE this was helpful and gets you started thinking 
about some ways to draw superheroes and their adversaries 
flying and fighting. I highly recctnmend a groat book, Thomas 
Easley's Ttts Figure in Mothn, for great poses and some 
torritic figures in midair, apparently flying, Also look at any 
bcoksof dancers with simHar photography, Theyil really get 
you tliinking about what people wDuld lock like If they could 
really fly.., and lent that why we’re In this buainese anyway^ 
to make people believe fust that? 


Phif Jfmenez has taken flight as both artist and 
writer in hooks tike DC's Wonder Woman and 
DC/Vertigo‘e Othorworlri* 
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CHAPTER FIVE; PART I 



BY JOE HUBERT 


G l^id Yuu were able to make it to tlii$ course. 
I hop® youVfl boon practjdng your funda¬ 
mental figure construcrton^ perspective, 
anatomy and body language. I think if® important to 
remind you That none of itioso lossons are essy. Benefit 
derived depends on the effort you put into ft. No one 
becomos a cartoonist as a result of orre drawing. It 


takas time, patience, motivation and work. Making 
itiistakofi and /oarni/r/from those mietakce. And 
drawing and drawing, and then drawing some more. 

StFohto it! Keop at it. Your improvement is in exact 
ratio to tho amount of the time you epsnd at 
drawing, niat'^the magic formula. Anyone can do it. 
Alt you gotta do is wcrf< at it 


THE UI5E OF 15 

AB&OLiJTBlV E55EMnAL T(5 
THE BUCCE&&f[JL EXEOJTfON 
OF GRAPHIC Cai,rtrtMJ'^[CATH:>N, 
P^AMELY^ i:Als?Ti::>ONJN(S- 


5JNCE iV\05T COy,\C WITH 

TOPICS THAT E?<15T CALY INI OUR PMASlHAtl<?N/ 
THE FlCrU^& THAT JUi-UeTRATE THE 5TORY 
MUST SE AMP HO 

MATTER THE CHOSEN SUBJECT 


MKMFt 




A SOUPIEK 
VOB&m LOCK 
RISHT JF HIS 
edPP/^Af£JVr 
rs PRAWN 

incorrectly 

HIS 

CAN'T LCCli< 
LIKE A TOY 
CARi ANP HIS 
GOTTA 
LOCK REAL^ 
OR WILL 
NOT eS REAL 
TO THE 
REAPER. 


^LT 






Don't limit yoursolf to onEy or)e picture reference of the 
subject in need. You need views from all angles, not to bo 
limited to a specific pose. If, for instance, your subject is 
dinosaurs, you bavo to know what the creaturo looked like from 


all angles. Having only one picture reference means drawlngtha 
same thing with no variations, because you don't know what the 
subject looks Mho from a d Iff a rent angle. When that happens,, 
the rofcronce is usingyou, instead of you using the reference. 


I 
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CREATE YOUR WORLD 






























































So—gm as many plcmres: as you can, and make sure th ey're goad 
references. Chech the credentiats of the dinosaur illustrations 
(tho artists), Thcro wore very few camoras around at fhe time. 

If possible, visit your locai museums and do some sketches 
of the dinosaurs on exhibition. There are many good books 
containing we I hreseorched tl lustrations. Study the skeletons. 


How did they movre? How big were they? The more you team 
about them, the more offectlve your drawings will be. 

Idoviemakars have done astouniding things in creating worlds 
that m longer exist—or have never existed. I can only begin to 
tmagino the mourttains of rcscarchthoy bad to dig through in order 
to achieve the necessary level of credibittty reflectod by their films. 





V 



WNfiN j: CRBAtEP 
OWR^CTER X HAP TO 

FIMP C^T WKAT TKE WORLP 
LOOKEP LIKE PERHAPS A 
MILLION YBAK^ Aeo^ X HAP 
TO iVWKE m SfTORy 
PELIEVAPUE. 


PP? (VAH ACjUAL-iy EXI^T AT THE TfiViE OP 
THE PIKC>£AUR7 NO £?NE EVER PROVEN 
OR PI5PRGVEN TIW HVT^THE^IE. WE KNOW 
THERE WERE PINO^AURiE. THE 

HAP JO ee esUieViASLE A5 WELL. 
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I felt T»r needed re resemble today's man, yet be quite 
different. Since his very exiatent^c 'would depend on his 
physical stron^h. he would be heavily muscled with thick 
shoulders, hdusetes would not stick out Ilka inflated 
balloons, unlose he was exerting himsetf. Otherwise, he'd 


look stiff in movement Besides proper anetomicftl proportions, 
I gave him a strong Jaw, thicker lips and dark eyes, shaded 
by a prominent brow. On closer examination, he bore scars 
from previous encounters with follow inhabifante both 
anittiol and human. 


1 



T FOJNP* RepeRENCE^ 
F^R THE CRUr?£ FLINT' 
HEAI? 5 TONE 

A><B& AMP ^RAlPEt? 
ROPB HIPE S^IP TO 
1&E\P BY EARLY MAH. 


wiLP 3 la:k HA\R 
l_OM<3; TO PROTECT 
HI& NECK AHl^ BAC\<. 
m HAIR re CUT SHORT 
IN FRONT ^ Hl£ 
VrSJON WILL .NOT BE 
OSSTRUCTEP. 





Mr 


Tor, to me, isn't Just a drawing, Ha's someone I know, somonne I want my readers to accept and bolJovo. If you'd like 
to learn about the entire history and development of Tor starting from his inception about 50 ye^ars ago, get the 


throo'volume archive editions of Tar published by DC Comios. 
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i i WiUihthe last 100 years^the development I was asked to illustrate a sfery about air combat during WOrid War FJnadditicn 

i j of flight has gone from small, elnglO'^cGarar to the pilots, the other major charactors wore the airplanes. The story's title 

j|: I wood and canvas airplanes held together was ^'Eneuiy Ace," written by nobert Kanigher. He had reseatclied flight 

[ 1 by baling wire to bitcrpfanotary spacocraftH tactics, aiiplano ana aments and the kind of ineu iwho flew those "flying coffins.’* 



I read books and got as many plcruros of vintage atremfr as I could find, shOiWlngall angles. Including details of constructiDn both 
exterior and interio r. J felt that only then could I convey to tli e read et what it would have bcion ilko to actually fly m one of those airplanes^ 



There were few standards as far as uniforms ware cDncoritod. 
Some wore leather, fur-trlmmsd Jackof^- Others attached 
bright-colored ribbons to their helmets (like knights of old) and 
long scarfs that trailed in the wind. They painted their aircraft 


distjnctivolyr so they could Identify their opponents. I included 
all these etemeius and more. It made the story and the 
charactora rnora meaningful to me, and much more 
enjoyable to draw, 


I 
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GET YOUR REFEftiNCES BEFORE YOU 

STARTTODRAW! 

1. Get as many pIcturBs as you can of the s^Jbjocr^ you iritonci draw, from as many angles as po&siblo, 

2. Bocortio a 'rogular' at your public library and local bookstore^ Thoco places contairi a wealth of information far every artist 
and cartoonist 


3. Logon tho Intornat and in minutes you can find pictures of every conceivable subject 

4. Build your own modots. Then, youVs got a permanent, thrca-dimonsional oxampio of yemr subjoct front avory angle. 

5. Videos, featuring animals, places and things. 

6* Visit your local musoumis and don't forgot yaur sketchbooks. Draw amythingvou see that iniglit iiitarest you* You never 
know when you'll be wsing those sketches as subjects in a cartoon strip you^H be drawing, 


'’THE FieURES- 0<AVt BUT 

THE PUJLPINsS THAT LOa<3 
H!<E A BOX 

CCWPLETELV PE^TROyei? THE 
lULU^JOW. Vie C4RTQOW1ST6 ARE 
^UPPOeeC? TO CR£AT€ AN 
lLLtJ$;ON OF C^£iP/3/U7y} 
NOT 



Comfes /egerrrf Joe Kvbett is tfie founder of ffw Joe Kuttert Scficel of Cartooning and Graphic 4rf* Check ovt his graphic tiove! 
Sgt, Rockt Between Hell and a Hard Place from OC 
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PHOTO REFERENCE 


BY GREG LAND 
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MOREOUESTIONS 


Vki^aT cvacliY Is referen[:B7PhaTDS, stiihlife a fiiend posing, pets, 

cars, the house across the street virtually anything RofereriBP helps give 
itie illustration a sense of accuracy. An example la the way clothes drape 
across a porson's bady. 

Ftclorencc ahoiild be psod as littio or as much as the artist fools 
comfortable with In order to get the desired illustration, and can be 
gotten from books^ mogazines» newspapers, photos by the artist, the 
environment, almost anywhere 


I ey, everybody. Greg “BigRed" Land here.Thtsbine 
around, the topic is usr^iofcrctKC^ An artist uses 
reference to get a strong visualization ot the 
objeGt(s) to be illustrated, Lefs say the story calls for a 
specific type of early locctTiotive. Uni ess the artist Is a train 
enthusiast, he or she won't know what the specific object 


looks like. Looking up the bEKutiolive in bocks would be 
the best way to bo sure of accuracy. Tho list of artists who 
use refer^TC^ is long but a few that t admire are Alphonse 
Mucha, Olivia, James Eama, Joe Jusko and the great 
American illustrator, Norman Ruck well, Lefs go ^eadand 
take a look at a few oxamplea Lve puttCigether. 


This example shows the heroine Arwyn from Sojourn in a relaxed 
poao (TlciiraA) I found an appealing model (Rebeaca Romijn!) in 
a swimsuit nragaiine and used her basic stance (the crossed arms 
and the slight twist of tho toreo) m my starting point, tbon added 
Arwyn's expressinn^ hair and costume. In This example. It was tho 
pose I waa after, not the clothes, hairstyle or faoiul expressior* 


FlGUnE A 


Mi EH^iciui; ~ A-s^rnniKinjtTiYi cwn rmrir fmr: 








































Tlie true mark a teenager, ho wave r, is eicuberance and unra- 
straincd emotion, wliioh can be played out through various 
facial expressions. I often take the license of exaggerating 
those expressions (anger, surprise, armistmentanil so on) to 
holp portray these emotions to a greater and soFnetimes comic 
effect This is what I find most appealing abnut drawing teen 
superheroes—I can cut loose a little more without damagjingtho 
"heroic image" of a characrer. 

Now that l*vc shown you tho main points of drawing toon 
superheroes, Ifs likely that I've raised as many qjnestions as iVe 
answered. But the bottom line to drawing teen heroes (or any- 
thing olso, for that matter) is to make the character convincing 
to your reader, this requires experimenting, bending some 
rutos that you've bo on strictly foil owing, and seme tough sclf- 
oriheism and evaluation of your work. New en to children... 


In addition, the few fadal contours wo do decido are nocoesary 
shoufd look softer aid more rounded. Wtiile a lantern jaw and 
furrowed brow mako a full-grown hero look grim and horoic. 


They ro outot place on a (4-year-ai!d. Simplifying and rounding 
out the face Is key to an adoloscent look. Also, make note of the 
gtrl's slimmer nock, which helps to accontuato hertomminity. 
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BABYTALK 


The key element in drawing the Quinary figure—heroic male er 
female, teens or children—is the hced-to-body si^c retio^ As 
we've esrabllehed, the hcreie male/female stands at 8 i/3 
head^ tallt to emi^hasixe the larger-than-life aspects of a 
suparhoro. The teen's stature is roughly 7 to 7 1^2 heads tall, 
and less powerful and dynamic than its adult Gounterpart. 
When drawing children, our atm is to omphasizo youth, In many 
ways the goal of drawing kida is the same as with drawing 
teens, but wo lake it further by irtanipulating the head/body ratio 


td a greater effect. As you can see Fn Ihie figure holow, by 
keeping the figure's head the same sljce as the more adult 
figures, and reducing tho heighl, we've come up with a figure 
of more ctiildliko stature. The shoulder width ts further 
narrowodi iho torso hooomes loos angular, and the arms and 
legs are proportionately shorter Than the ionger-liinb^d, more 
muscular heroic and icen figures. By further changing the 
proportion of the head to the body's height, we can draw 
children from infanta to preteons. 



THEINHERCHILD 

Hore^ a f^ire of about 3 1/2 heads talL While adults and Teens 
arc linear and angular, a child’s figure is rocintter, and made up of 
a series of circles and curves. These figures are of a toddler's 
stature, up to about tite age of five. You'll note that these figures 
aro made up of shapos rssamblingoircioa and jall/boans, By 
stretching these shapes out a bit, the figures 'grow up* a bit. rd say 
that kids from 6 to 12 years of age are in the neighborhood of 5 
or 6 heads Tall, 4 to 6-yoar-olds are 31/2 to 4 heads tall, toddlers 
3 to 31^2 heads tail, and infant^ 3 l^eade talk Tins part is where 
all the hard work and practice oomos in. Thcro's really no bettor 
way Id work these i|iff«rouoes out than by tryinig out figures at 
different ratios. And by the way, unlike their mature counterparts, 
There's no difference between younger boya and girls. 
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KIDS’STUFF 

L0t'5 Kesp workmg with circles here. When 
drawing kids, ta keep 'em looking yaung, we keep 
'om round. Lot’s toko two ciroloa, ono slightly 
bigger than ttie other, and superimpose them like 
this, the larger circle above the smaller, if we 
stretch them out top to bonom, we’d start to outer 
the territory of an adult face’s propurtidn* viewed 
straight on. If we push them closer together, top 
tn battam, we get a more elfin or ehildlike sliape 
terlhd face, Nov/ by bisecting the face with our 
handy center line and eye line we've drawn our 
roadmap tor the features. The features ot a child 
will generally take up the lower half of the face, 
with lots of apace above the eye line. I find this 
helps emphasise once more that our character is 
quite young. 




EYE LINE 

NOSE LINE 
MOUTH LINE 





ROLLWITHIT 

We're rarely left to draw anyone 
exolusivoly straight on. or in profile. 
We have to give our character mass 
and dimensicn. Like a globe, we can 
rotate the head, and cur map linos will 
curve on Its surface like latitude 
and Icngitudo liitos. This will set out 
featimes no matter what the angle. Id 
ord cr to give the skull mo rc shape, Tve 
curved the lower half of the face into 
more af a heart shape to give some 
defiriition to the jaw line. 




GROWIHGUP 

Here's where the porsonahty and Individuality 
starts to take shape In our character. In the 
case of children, the face really is an open 
book, Joy, anger, fear,, surprise and all other 
eidctlDns are clear, and often broad and 
exaggerated. It’s hero wlicro wo can separate 
boys from girls, through thoir hair dress. Try 
to keep your lines to a minimum^ particularly 
around the eyes and mouthp aid watch out for 
angular lines in the cheeks and jaw. Nobody 
will gc for a craggy look on a 5-year-old. 

Obviously, thuro^s a lot more to drawing 
children tlren carl fas eovorocl in this limited space. 
The rest is really in ycor hands. Practice some 
of the things I Vo shown you, end tool froo to 
experiment. There's no substitute for hard work 
and dotorminationM.when you’ve nailed it, 
you'll know, 


Tom Cntmmerr has tffusrraTed every age group 
itviigitioibfo to bpok$ tike Mb/ /c/ ';s Gene rati on K and 
New Thunderbolts, aodDC^s Robin. 
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CHAPfEB THREE; PABXJ 2 ^__^^ ^ 

BY DALE KEOWN 





ey l^here! Jii rlie books I've drewn (incredftiB 
Hiitki propcnians have always played 
a BIG part. When ]^z3rdUr^^ approached mo 
to do Ihis piece I was reluctantf though. Y'see, I 
wasn't sure I'd have enough limo and space to do tt 
justice, or even be able to put Into words the things 
rvecomo to undorstand about drawing proportions. 
"Proportion is the rclatlGn of one parr to another or 


to the whole with respect to magtittnde, quantity or 
degree.” (Yeah, I looked it up!) Anyway, correct 
proportioning Is probably the single most important 
part of the drawing process. (Ho pressure or 
anything!) Instead of giving you a straightforward 
“how to" approacli, I've decided To basically give you 
a walk-through of my observations. $o let’s start 
sizing things up. 


! 1 
I 1 

I 

a 
,! . 


ASHOULDERTOCRYON 


I 

I 

\ 

> 


i 




I 

H 

l| 


1 

s 

i 

I 


[■ s 


I * 

I" 



Here you can see the difference between those 
two /tjcrcdfb/<f ffu/k regulars: Doc Samson, a 
man of heroic proportions, and Rick Jones, an 
average-sized guy who keeps In good shape. 
Rick stands about 5'B" tall and, using his head 
as mcasitromont is about throe and a half 
heads wide from shoulder to shoulder. The 
guy's no slouch and has certainly proven 
himself in battle. Still, he looks pedestrian 
standing neyi to the S'S" Samson, who's at 
least five heads wide. Sorry. Rick. 

Exaggerating the musculature system, 
aapooiany the limbs and torso, can add dramatic 
presence to any superhero. 


ONE MAN ARMY 

"Do it all yourscif. In otlmr wards, write 
and draw a complete comio to prove you 
can do it. especially to yourself. And then 
do it again and again iintit it's good 
enough that soineoiio would actually pay 
money for it." —Mil^e Allred Md/ir 
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In this CKample^ Wolverine the shortest 
hero of those threo (and of moet comic 
characters, for that matter), but, in my 
opinion, he looks the tougliest. That's 
bocau&o ovon though ho'c only 5 feet tall, 
ho"$ Just as wide as Captain America, who 
stands roughly 6'4” tall* Spider-Man- 
standing at about 5'iO"—has closer to 
"normal" proportions of an avorage man in 
raaliy good shape. So while you should 
definitely keep your ohataoters* 
hoighf? in mind, also pay closo attention 
to their widths. 


With Figure A, I'vo depicted Wolverino in three different ways to 
deniDnstrate hew head size affects how largo or small your whole 
character looks. Try covering up two of die figures at a lime and ioak 


FIGURE A 


at each one itidividualiy, In Figure A-l, you see him with his properly 
proportioned head. He appears short yot vory poworf ul--a real scrapper. 
In A-2, r ve drawn his head much tco small-^he looks like he^s 7 foot 
tall! tn A*3, his head is obviously way too big, unless, of course, you're 
penciling ThoZanyAdventitwofU*! WoM&, 
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PROPORnONS 



WEAKaSSTRONG 





Agdoii WAyfo establish ttic size of your choroctorsis by contrasting thorn with 
othors of totally dEfferont size and shapo (FlfUra B). Pitt looks ‘'larger than 
life** next to little Timmy! To make Pftfs hugeness even more pronouncedp I 
draw his arms as large as his legs (and sometimes even larger). The way I draw 
young Timmy Bracken^ his head isn't that mueh smaller than Pitt'e, but his 
body is probably smaller than the average G^year^old boy's. I think Its Just as 
much fun exaggerating a character's iraiitios as it is their strengths. And it 
ccrtoinly heips build a contrast. 


5he-Hulk ia heavy, weighing in at 
about 400 lbs. and towarirg at some 
7 feet tail (7‘4'‘ on a good hair day). 
To emphasize her size snd powor^ 
IVe given her almost mascullrte- 
looklng arms and logs, but retained 
the characteristic curves of a 
tomalo, or In this case, of a super- 
model. In centrasr, the To admen arc 
much, much smaller characters. 
Their heade, bandc and foot are 
balancted In proportion to each 
other* but their arms and legs are 
too short in cotnpartson* which 
makes thorn pretty funny-tooking, 
ospscially next to Stiulkle. 
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I RECOMMEND liuntinig ttovvti some baqk^ on 

drawing realistic proportions—check /our local library^ comic 
shop or baakstore^ Once you'vo studiod* pracTiced and 
Icamodthe bas^ica, your only limits will be your own talent and 
Imagination. Have fun! 

Dah Kaowti 's pcticih esn be seen on proportionafly oool 
books ifke Marvof's Incredibla Hulk, Top CowS The 
Darkness and his creafor-awned properry^ Pin. 


CREATIVESPIN 


MONSTERMASH 


One of ihe things I really like about drawing 
cemtes is creating monsters From scratch; 
you can go nuts with proportions! If yeuVo 
drawing a croatnre and creaiing your own 
monstor, you could draw it 30 feet tall wifh 
eyee the size of ear tiros! Just rornomber, 
it's very important to keep the size of 
ostablished characters consistent relative 
to the 9l3!0 of otitors around them. Take the 
Thing hi the o)<ainple to the right You 
know he's a pretty big guy. so iiittlng lilm 
against this creature Just shows bow 
insanely huge it is! 


The Hulk dwarfs his wifo^ Betty Banner, in stze. 
In this illustration, I'vo given the Green Goliath 
vary largo hands and Foot to make their proportion 
differoriCQB more obvious, To take this a stop 
further, fve drawn veins and tendoriB on hi$ 
arms to give him a body resonating with power, 
even though he's in a relaxed position. An artist 
may choose to take creative license when 
drawing characters, but when it comes to drawing 
'‘real" people, I like to vso realistic (or at 
least bolfevablo) proporticino. 
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CHAPTER FOUR: 


jMTm 


IN ACTION 

* BODY LANGUAGE 

• MOVEMENT & MOTION 
• DYNAMIC FORESHORTENING 
> MAKING CHARACTERS MOVE 

• ACTION SCENES 

• FLIGHT 




Mj ciWMiM "1,4 cm* mflcrntfuieu muotfiiiEWAV ptm* muthbi 
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B cmJ/ langifagD ia ono of tho moel inisundorstood 
liarrs of the drawing process, I know some of 
you out there oro ttimking^ draw a guy 
punctilng an other guy, and you'ractone!” But It's not that 
sjnipl«. The fetm “body language** refers to the pose one’s 
body adopts to convoy a partECular aftitndo or omotion. 


If9 somothing wo all do ovory daytConsciOLiolv or notni 
In the following pages^ I’m gntngto show you just how to 
'^paso'* yo Lf characters so thoy aoom a little mere ball ovabto. 
Ideally, yau want tfio reader to understand whafs happen¬ 
ing without readingthe word balloois, and an evocative pose 
can really pul the roadorin! Now, lofc gat into troubte^ baby... 




FIGURE A 


UH-.,CAPP 
HOW LONG PO I 
HAFTA GTAMP LIKE 
THISP 


A good, boliovable poso should toll the audience just what mood 
your character’s in and what he intends to do. A had pose, on the 
other hand, can make your character look ridiculotis! Take poor 
Hawkeyo here (Figure A). He needs ^ chiropractor 1 He doesn’t 
look heroic, he looks unconifoinahla. Look at how his back is arched 
and flow stiffly his arms are held. If^ hard to take him seriously. 

On the other hand. Captain America looks confidenr, heroic 


and bcliovablo (Figure fi), Even though he’s standing still, he looks 
as if he might spring huo act ton at any moirterit. Notice how it's not 
just the colm, so1f-aa$urcd look on hlolaoe, but his overall peso that 
te I Is US wh 0 he I s. His a rtns are away from his body si igfitly (tell Ing 
us lie's ready for anything), hia fists are clenched (but relaxed) 
and ha's moving forward (to face whatever evils the writer throws 
at him), ready to kick Nazi butt! 


FIGURE IN ACTION 





























GETAGRIP 

□neoftfie itxtst imports thin^f learned ^ut diahMn^good 
tiody language was l»aw to ^nlct llie pencil! Tor yesm. I'd been 
trying to sketch my basic drawings with a firm grip meant for 
rendering, resulting In stiff. unnaturahloDkingposBs. Q^nce 
I was shown how to uso a light ^sketching" grip when 
breaking down a figure, my drawings suddenly hecante 
lifelike and naturatl This sketching grip allows you to use 
the whole arm to create broad, sweeping lines. Try it. 




FIGURE C 


nCURE D 



j 

n t||& 

Hl V 



STmKEAPOSE 


No mattor what emotion youVe trying to convey, you should always 
breakdown your figure. Hero's how I ensure the most I if a like pose 
First I oh 00 so the attitude I want the character to convey. Let's say 
I want to draw a menacing'looking Moon Knight- ’’Monacing” brings 
to tnliid an Image of D racul a. especi ally when apply I ng it to a n Igln- 
timo character like Mcen Knight butslnceha'aacuperiroro, Moon 
Knight also needs to be dynamic. 

In the firat akateh (Fl^PO C), I draw the basic line for his 
spine, head, arm? and logs. But 1 reah^o his left fog needs a more 


dvnainfo angle, so f change it and add the capo (Fffyre 0). 
which Nofpe add moticit totho figure. Hew hero's the key: J sketch 
the pose as fast as 1 can, drawing only the lines needad to “read" 
the pose. Dnee I'm aatisfiod that tho poaa cenvoye the attitude 
I want, I start drawing Moon Knight's body over my Initial skatcti. 
atill using the ''sketching'* grip. I try not to use the "rendering" 
grip until I start to draw details like lifo hands and face. That 
way. The figure will retail the menaolig altitude I want without 
atiffoning up. 
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Qad)/ languages can convay a numbfri' of dfffofoiil onta^tiiins. 
Everything from love to shack to pain can bo eyprossect througti 
your niovfimfints. Here ate a few exainples to get you thinhing 
about juEt what your body's trying to say. 


DEFEAT Poor Frank 
Castlo. Shouldora slumped^ 
head bowed, back huncheil 
over. Sort of givc^ ttto 
Impression of [tofoat, 
despondency and depression. 
Sniff, Chcor up, Puniehor— 

I hoar they raised The 
minimum wftgo,.. 


LOVE The pose Black Cat's 
etrihing here Is the typical pose 
for a girl in love. Her hands 
clasped over one shoulder, 
head tilted towards the 
^ object of her affection, and 
,. .1 one foot swept back, all 

K. 

soom to say, "I'm in love!'' 


j PAIN I can't think of abettor 

^ OKainplD of pain than Gaptairt Kirk 
M himseIf.Noticethafihapainsaomstoba 
^ in hl$ guk se his body is folded around 
I his mfdsoctian, with his olbewaalmost 

I 1 

^ pcintlng TO where It hurts. This Is a 
* natc ral, i 1 jtlnctive raactlon to pain, as 

it to cover or protect Mio offending 
area. (Pius 11 looks great on cam eia!) 


IMPATIENCE Here a a 
typical pass for Impatience 
arms crossed, foot tapping 
Looks tike someone's a 
llttb late for a date! 


SURPRISE Surprise?Ttiat'a simplo, 
/ f 7 right? Mor so fast! What If your 
character Is wearing a full-face mask, 
like Spidey? Sure, you ceuld cheat and 

''I 

‘ V have his oyuholes open wide, but 
. — V- lal^s eay they're actually ctitchod 
ontd his mash and can't move. 
Now you have to use body language to toll 
the story. 


FIGURE IN ACTION 






































I COULD 00 ON FOR PAOES about the maiiir different emottons that body bvi>giiDigc displays,, but unfcrtunatcl/1 just hove the 
room. So don't forget that ultimately, the best poses come from life —watch other people and sketch thorn! For a 
perspective oil tlie use cf Ledy lariguage ffotn a master, track down Will Ebner's Comws anc/5ei?i/eiiJ/a/ Aft at any work by Alex Toth ar^id 
Jack Kirby (Toth being oubtlc and Kirby being vltra-dynaniic). Wbothor you draw tor a livii^g or just as a hobby, giving your clraractofE 
convincing tiocty lartgitagc will make the difference between an ordinary picture amJ an unforgettable work of art! 

MsttHiifeyspBaks ra tfie fans wirti body tangirags in DCs Birds of Prey and ibe Superman foitndm Jerry Semfeid's Americau Eypress ads. 


All right, lieton up, 'cetuoe Tin only going to aay thia once! (Ahom) 
WOMEN HAVE SPINES. Yep. Just like real people! They hardly ever 
stand (well, float) like Mary Jane Watoon boro (RguroE). Man,fbat 
locke painfulM.and what tho hook is eho staitdlng on? I know you 
want your ferralQ characters to be appealing, guys, but just because 
your favorite artist draws his female character in the sans ''seKy' 
swiinsuir pose" whether she's righting deitionsor burning toast 
doesn’t moan you have to! 

With a character like She-Hulk (ngureF), for oxampto. you have 
to depict her as strong, caurageous, Eiblo and, of CQurso, beautiful. The 
way sIvb'o standing—balanced, poised, with a slight tilt to the head as 
she looks at us over lier shoulder—tells us a lot mure about her than 
a ripped T-shirt over could, (And boy, this oxamptu aJso shows how to 
iTiake a woman look appealing without having to shew hercbssrl) Just 
remember to treat your female characters like real people instead of 
swimsuit images, and they'll be a lot more memorable? 


FICUHEE 
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1 BY BART SEARS 


ello there! Weie going to valk about bow to create the 
feeling of tifc inyourdraiwing^lifytheti&eof itiovementand 
motion, Yoli inim remember that even when 
aomeono or something is at rest (standing still), it is moving and 
alive. You have to breathe this life into the things that you draw, and 



not just v^tb spaed lines anci effects, but with actual motion drawn 
into the people (or whatever) you iltustmte.So, bear with me. There 
are some relatively simple rules and guidelines to 
follow that can help you (earn how to capture movement in 
rmmobtlo, two-dimensional drawingSi Lot's get on with it! 


LINEUP! 


The simplost way to start to create motion in figures, 
or whatever's moving, is wi Ih t h e center line. Th e 
contor line is the line drawn through the center 
of a figure, following the Ifne of the backbone, 
which describes the gonoral action of that figure. 
Take a look at the oentor linos, which can, from 
this point onward, also be referred to as action 
iinoSt that I have drawn to tho right. Notico t hat a 
line drawn parallel to a herder, or to the side or 
bottom of the page, creates a fooling of stiifnoas 
or no motion. Note that if you tip this line forward 
or backward, overt very slightly, you start to create 
movomont. Now look at tho last action linos drawn 
below...the one labeled SWEEP. This type of 
center line, alone and in conjunction with its 
relaif ons. is res ponsihla tor moar. If not al I, of th oso 
pulse-pDtindingfight scenes that everyone really 
lovoa in thoir favorite ccmics. Sweeping action 
lines are tho most noticeable, and the easiest to 
CKceute, because the actions they generally 
describe aro of a grossly exaggerated kind. As In 
acting 0 believe, anyway), it is always aasier to 
draw (or play) charaetors acting larger than life 
than it is to draw (or play) the characters whose 
movomonts and mannorisme aro of a subtler 
nature. Therefore, we will start with the big^ 
sweeping action lines. 



STILL 


FORWARD 




BACKWARD 


SWEEP 



In the illustration to the 
loft, notice how the contor 
line, which is tlltod slightly 
backwardSi creates a 
feeling of the character 
snatching her head bach, 
away from something or in 
reaction tu somsthing* 
Centor lines are tho basics 
of aetton. 
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ACTIONFIGURES 

Now that we've taken a Icok at eaiter lines^ let's see 
liowthoy trart&kto into flguro^^ Hero are a couple 
of simple sweeping action lines, and next to Them 
aro a couple of figures drawn using these action 
lines as center lines (those two words aro virtually 
interchangeable). Take a good look at the figures. 
Obviously, there is more going on with thorn than 
a simple conter line, which we'll get Into shortly, 
but notice how the flow of the figures motchos the 
flow of The corresponding action lino. Like everything 
else in drawing powerful comics, motion and 
movement are built up in stages, and each stage 
to be done carreetty bofora going onto the next 
one, or your finished worh will have problems, 
starting from the first rushed mistake and 
continuing on through each successive stage. 
Approach your work Intelligently, think things 
thfotrgh, and try not to rush through it while you're 
learning. Spend the time now, and down the road 
things will come together easier, and your work 
will be bettor and more successful because of it. 

When drawing over a canter lino, construct 
your figure strongly (sao page \2 for pointers), 
remembering to use the action line as the basis for 
the spine, and building off of that. For simple, 
straightforward actions, koop the flow of the arms, 
legs and head within the same basic sweep of the 
action lino. 




TWISTED 


Tocreaiaoven more motion within a figure, try twisting the torso. What that 
moans io turning the shoulder line to an angle with the hip line, as bettor 
explained In the drawing to the left. The shoulder can dip towards the hip, 
but not too much. Remember, don’t twist the shoulders to an angle of more 
than 45 degrees to the hips in any direction! By twisting the hips and 
shoulders, you create teriEmn within a figure, which creates motiaii. 


OPPOSINGUNES 


If it's true that parallel lines suggest no motion (and I believe it ie), then 
opposing lines create motion. Look at Iho two action lines drawn to the 
right. Two simple op posing action lines, by their vory naturo, create foroo 
and tensiou (they don't even have to cross). Imagine a hern and villain 
locked in a titanic struggle far above the Earth—energy glittering wildly 
about them, the fate of world in the balance, their muscles rippling and 
surging with power, etc. Now, using these action lines, ynu can draw it! 
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Now we have to \a\k a little about ttie diff icult part of movemBut 
and motiorip the subtlotioe. Anyone sitting, laying, standing^ 
hai^glngaround, talking, watching TV, etc.. Is iriovinganit has life 
and motion^ even if it^s only breathing, Even comic book 
characters have to appear to breathe. People aren’t wooden 
statues. They slouch and shift and fidget all of the time, and so 
should your characters. You can make your characters real and 
alive by giving them motion, especially subtle motion. Creating 
subtle motion is just like creating those bold actions^ but just 
tone It down. Instead of broad, swooping, aggravated, opposing 
lines of action, draw smaller, straighter, mere airriilar lines, closer 
to parallel action lines. 

Loch at the figure drawn to the right. He has motion and 
movomort — not a lot, but stitl, ho is obviously a living, 
breathing, two-dimensional drawing. Notice his center line, only 
sllghfty curved, almost parallel with the edge of the page, yet still 
Implying motion. Also notice the gently sweeping Mne of the arm, 
not parallelp but also more a part of the center line fhan 
opposing it. Thon, just to give it ahttla sornething extra, I thrust 
the head forward, giving purpose and intent to the movement, 
and perhapsGuggCBtinga meroaction-tillod movement toco mo. 


F r f t 








To the loft we have a quick angle line drawing and the quick flgere using those action lines. 
That’s tho subtle use of ooDosing action li 
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FUNDAMENTALSOFSTORYTELLING 




A comic book pagn nm^t have a transition fraiei panel to panoL As cartoonists, we attempt to give the intpression of 

movement despite tfio fact that we draw ''stiir pictures. To achieve the impression of movement, we must pian our pane Is with 
enough graphic iitfomiation for the reader to connect the in-between panels in their mind's evo. Anything that disrupts the 
flow (liho too groat a jump between panols, or not enough graphic information) disrupts the store's flow for the reader 
(Flgiira A). A disruptive flow slops the nnovement. 





SIZEVARIATIONS 


Variations of si^ss of objects and figures are OKtremciy 
important in creating movement. 





A qnrios of panols Containing figur OS of aimifar sixo wilt tend to stultify or deaden movemont and action Jt's iiko making a movio 
WITH a stationary camora. Little change in size means less mavenienr and truncated actinn. 


WJ?IEC? ^iZEa 
OF OBJECTS 
FIGURES CREATE 


TO AM £FF£CT 
SREAT FILrt^ AWKERS 
HAVE AC4IEVEP. 


PEPTH ANP 
SPACE ARE 

emmancep with 
VAR iei? 

PANEL CaV\P05k 
TiaNS SHOULP 
INVITE THE 
KEAFER TO ^TEP 
INTO THE STORY. 
TO BECOME FART 
OF THE Acrrc^w. 




\VS WHAT 
QOOP 

cAETooMiers 
CCfN^TANTLy 
TRy TO PO, 
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ANCLES 



^ F^F? APPBP rNTERE^-T 

TO PA^£L ILUU^TfWTlOH/ 
THE CAirrtOONJ^T MU&T 
UTlLJZe ANE? 

IHTO 

co/MPO^moNS* 


Sira]g4it-on drawings with lirile changieof shapes 
or angles may be used at times, but will become 
boring tf used too often. 



Acute angles and extreme pe rspectives arouse the 
roador s'Imagination, placing him into otherwise 
unattainable positrons and placos, Especially 
when tito drawing is done effectively. 



1- T 


^ '*AU Ova^BA^ lOHiS^HOr^ 

OP A C\ry^CAP£ CAN 
^3E^^E!^ATE A Of 

HBfiHT AMP ^PACBi ^KA<£ 
THE J?EAPEf? FEEL HE IS 
ACTUAL L.y FLriNtS, IT 
P1JLL5 THE REAPER 
iKiTO THE ^roRv:*' 

\__ J. 


.-r'^ ■" 




If the design aspect makes it difficult for the reader to focus on tho story intent, tbo artist has failed in his effort to 
communicate, and commmfcattoii is the rronro of 


Aii styles are subject to the aforementioiyed points, Acceptability of stylo is basod on quality. Tha oimplost cartoon style 
can qualify as a good form with which to tell a story. Good simple drawings are oftan more difficult to achieve than the 
more complex realistic illustrations, Yos, often ieaa is mare* 




BUT, CAKE 
tmS>r BE TAKEN 
THWT 
poe£- 

PETPWCT FI?avi 
L^iSf^JLjry: 
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ACSOODERASER 


Years agOi non-reproducing blue pencils were used by many pros as a tiine-eavingdevice. Since the biuolinoe 
did not photograph In the engraving process, it was unnecessary to erase the pencils (if only blue was used). 
Not having to erase after inking saved time, especially if the arti^ had 20 or 30 pages to erase. 

Today Eume artists use the btue pencil to do their prelimliiary rough layouts. They will then finish with 
black graphite. There are positives and negatives in this procedure. After inkingp your drawlrtgs n«ed to be 
erased. The ink tends to slide off the blue lines whort the poneile arc erased. Also, the originals don't look 
as sharp or as clean with the inclusion of the blue lines. 


USEARULER 


Very often* Ibe aspiring eartannist wilt rush work in 
anticipation of seeing the finiehed drawing. You do 
yoarseffA dittservicc if you dun't take time with your 
thumbnails, roughs, ahetching and oharaeter 
development. If you rush it, your work may become 
sloppy or lack proper fitilsli and details, it’s 
habit to fall into and can be costly in tenr 
personal gratIf!cation and ahlfity to get Jobs. 


FOR 

BEVA«AJ\OH. 

^UOPPY 

wii-u E'eriWT 

FROM yOUR 


ouAurry 


RULE yOUR ffOFf- 
PO 

THEM FRBEH4NI?. 
MAKE ^URB THE PMN- 
EL5 ARg 5<2U4RE CIF 
TriAr^ yOUR fNTEHT) 
ANP THE eORPER£ 
ARE FfNieHEP, 


A clean page signifies that the artist cares about his work. Smears 
and stains give the imprescion that he doesn't If you don't press too 
hard with your pencil, your eraser will do a goad Job of cleaning. 


RLUEPENCIL? 


I 



THI& BA3fC T^W/AfiS AK.T\CL^ |5 AN 
accumulation of E>CPeR]ENCE XVE 
iSATERe? OVBR THE PECAPS^ A& A 
PRQFEE^ICNAL CARTCONIST- THEy WORK 
FOR MB.-, AMP THEy^'LL WORK FOE YOU. 




-f'J ►fi.’ 
■j.■^.'5 

^, .-r 
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CHAPTER SIX: PARTa 


STORYTELLING 


BY MIKE WIERINGO 


W hen I was a kid, oiieof Tlic things that artracred me tell the story. Get it? Story ''felling Afi artist's storylel ling style 

to ooiTiic IBooks—besides the incredible avtiA/orkand can be as unique os a fingerprint. An artist's choice of Imw to 

comijelll ng, epic stories—was the way each artist h ad prase rit the story i s one of comics^ most important aapacts. Let's 

hie own way of conveying the nocessary information reeded to talli about some thingstolceep in mind when tel ling your srorles.,. 



IT’SABOUTTIIME... 

One of the many storytelling tools a eomic hook 
artist has is tho opportunity to pace a story any way 
he chooses. Stretching or comprossing a moment 
or soonc Is something an artist can do for 
Immediate impact to manipulate the way a page 
flows for his reader. This is unique to the comic 
book, You don^f need to rewind a tape or hit a react 
button on a video game; all a reader has to do is 
flick his eyas bach to the beginning of a scene to 
experience It alt over again. 

Here, IVe taken a simple actioiK a folia has a ball 
fall On hie head unexpectedly. It's a simplo scons to 
execute, but how it's presented can make that sample 
scone a bit mare complex. The panel where the ball 
actually hits this poor setinook ts the crux of the 
ecenc. But adding a cmiple of "beats" (like “heartbeats’') 
before and after panel three stretches out tho 
moment^ adding a bit of humor (PlfurQ A), A much 
more abbroviated vorsion (F|(Ur« B) goto the same 
info across, It Just rakes less tririe to toll. 
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SHOWWHAT? 

Every arrlsthas his own way of interpreting a scene. 
Suppose m have a plot where tlie writer insttuefs 
the following: "'Artist, give us a visual of our hero^ 
the Owl, grimly swinging out off a roof over the city. 
Do this however yen like—|ust astabilBh that he's in 
the city, it"s nlghh and he's just swung off the reef/' 
Now, some artists would lake this epportLinity to 
use the page fur a big, dramatic spfash, as I've done 
here In the example to tho left* It gola across 
everything the writer askod for, all In one big shot 
But thcro are a lot of other ways to tell this story. 


PRO TIPS 


HIT THE BOOKS 

'Toil should deltnitely take advantaga of your local 
library. Whenever I'm stuck fer a poriod or stylo, 
whether ft's castlos, English taverns or whafover, 1 
just look up v^iiat I nood and familiarize myself with 
different architectural whatnots.” '-Herhard, Corclius 


I, 





I'm from the "let's held the reader's 
hand and show etn everything" 
school of storytelling, so I've 
added the verlson to the right 
where we see four panels of the 
Owl actually winding up and 
toseing hie grappling hook to 
anolhor roof and then 
swinging off in panel five. It 
Isn't really necessary fur 
the reader to see this, but 
I'm a big fan of anfmailun 
(Disney and Japanese), 
and a presentatian like 
this reminds me mora of 
animation or storyboards 
for a movie. 




r 


^ - 


-J; 
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BY MIKE WiERINGO 


C'MCM. 

Move// 


H ey, atl you aittsts oittth&re. I've drawn a wjda 
variety of characters, from Flash ta the 
Fantaatie Four—and cits bt^f fhmg fhay all 
have k^ common Is they gotta moveF They're all high- 
action horoos, so thoy give you lots of opportunity 
to explore ways to create "'mevement."' This irionrh, 
going to share with you just how I like bringing life 
to the stuff I draw*Giviitgyour oNaracteretiio illusion 


of life is one of the most important elements of 
drawing comics- Kot only does H help your 
storyteUingand thebelievability of your charoctors, 
but it's just downriglvT fun. Ttue best to learn how 
lodraw motion , of course, isbywatchingIt.Chcch olfI 
the people around you. Watch TV, especially 
sporting events like gymnastics, iaslcally, look 
everywhere. Now, with that said, let's got movirig! 


I've depicted a few ways to give Quicksilver his 
'"speed^ in flat-oiit running; mainly, there's speed 
liitee.Lots of 'omf Speed linos arc fun bocouso you 
can make th am follow the shap e of the terrain your 
character's running on^ and you can use them III 
perspectiyo for dynamic affectsF Notice how the 
lines conn ingout from Quicksilver make it seem like 
he's heading toward you. Throw in Quicksilver's 
speed trail, some dust being blown up in his wake, 
some rock and debris being swept along, as well as 
a couple of pieces of paper being whipped aheut 
and you've got one supersonic speedster! 




One of the coolest ways to show the 
iitcrsdihio combination of spood and agikty 
Spider-Man has Is through muFtipla 
images! Vou can show Spidey bouncing, 
Twisting and turning In any way you can 
imagine. Just draw smooth transitions 
between the moves (as if you wore an 
animator). I/taking the imagas flow from 
ono to anothor will help Wob-hoad look 
even inn re fluid and graceful. Multiple 
images are also a groat way to show 
Quicksilver's blazing spood 
supar-speed-punches same overgrown 
baddie into aubmisslon! 


FOLLOWTHE 

BOUNCING 

SUPERHERO 


FIGURE IN ACTION 





































































































































MAKINCiCHABACTEBSIMOVE 


I 



Evetit^iougli there's probably very little pure 
oxygon to produce bubblos at tho depths 
Namar hangs out (and rumbles) in, It's firn 
to take a little artistic license and usothcfii 
td irttlteatd fust whore or Sub-Manner's 
cortiiog from. They also create a sense of 
the water being stirred up around him as he 
rockots on through! Motice how the hubhios 
from hia hand to hie hood halp ehow 
rrouemenr in his right arrui, while the smaller 
bubbles trailing off by his feet project the 
imago that he's swimming Towards us. Some 
schools of fish tagging along help with 
tho effect! 


Good old terra firnta (Tfiat's "GOlId ground" for you toJhs 
williout dictionaries!) comes in handy, especially when you're 
drawing huge, poworhouso charactors liko tho Hulk hero. As 
the Green Goliath comes In for a landing ^ huge 

"THOOOM" sound effect behind him!), ho hicho up massive 
amounts of dust and earth. Drawing several chunks of dirt and 
rock boundngoff the grouEid giveso greet impression that the 


Hulkster landed with a tremendous impact! His squatting 
position also adds to the dynamic of the figure and shows the 
realism of gravity pulling him down. 

It's also fun to draw ono big powerhouse knocking anotlier 
powerhouse acrossfhograund Show Ns hack and rear end (tho 
one that got pounded, that Is) grinding up chunks of rock, dirt 
and dust as his bruised ego (and butt) drag across the ground! 
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AIRWALKER 


You can use air, or moro specifically 
wfndpto create same really cool, lively 
effects. Capes are great for this typo 
of thing! You can livon up oven the 
most static of scenes with capes aiKi 
wind—like this Moon Knight t drew! 
He's tensed up. stalking, ready to 
stnke...but he's not doin’ a lotto 
moving. So how do you odd some 
motion? Simple. Make his oaps 
billow ominously in ttie n^air.Toss 
In snine blowin' papers and soma 
coal batSf and you’ve got one 
awesome scone! 


1 



SI.OW AND STEADY 

“I used to just take too long, aid I always wished I could have 
drawn tfiings faster. Th^re were a lot of stories I wanted to do 
tharl novor gota ehaiioo to becausol was slow. But on the other 
hand, ttie fact that I was oaroful aid very stor/'CcnsciOLis and 
conscientious about itiakiitg it as good as I possibly could l}ad 
people rememberiitgmy stuff" -John Ft^mits Sr, Atftaimg Spider Man 


FIRESTORM 

Rrelord's whippin’ that biasing staff 
^ of tiis atoundi leaving a funky trail 
of fire that you cart tolilow, and 
givittg it that cool sense of motion! 
Notice how the different thicknesses 
of the fire help convey motion. As 
with speed lines, the fire trail gets 
sinaflef as the matfon has passed. 
You can do the same thing with the 
Human Torch and hie fire trail when 
he's flying! 


A .< 7 '. 
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Just as l\e already shown you with Firelof staff, props can play a big roio in 
motion, too! Haro, I Vo drawn a shot of Captain Amorica bustin' a Nasi upside the 
head with his shield, using soine simple single and double motion lines. The 
single line by Cap’s handsconveys his arm-slingiri’ action, whiio the double lines 
coming off the Nazi’s head portray the ricochet effect Orawlrtg ricochet shots 
is a cool way to Indicate motion—but any character with a prop-shtick can be 
great for motion tricks. Think of Hawkoyo's arrows surrounded by speed lines 
or Oaredevil's billy club zingin' around. You got the idea! 


And finally, there’s the ultimate motion: bodily 
fluids. No, no, no. Got your mind oiitta the gutter 
rm talkin' about bfaod, sweat and Tearsf Here's 
something I like to do when I draw one character 
bustin' another in the chaps! Tve drawn my own 
character Wing spin-kicking his other-dimensional 
adversary in tho hoad. Notice that as tho big guy's 
head spins across from tho blow, theto's a trail of 
saliva (or blood, depending on how mean ya arc) 
flying off his face! Ifs Icinda a subtle thing but oven 
these little aspects can help. 


SO 

uong 


WELL FOLKS, it’s been great sharing some of my "tricks” with youl (Jrifurtunotcly, H \ 
duo to space constraints, I could only prcsorrtafoweKampies. But remenibar,jijstthlnk 
of you r characters as always moving, always i n motion. ..yo u're just fre ezing them at on e \ 
specific point where as much stuff is happenin’ as you Vo got the gumption (or time) to 
squeeze in! 


Miko Wi6ringo's fiuid pencks tfAV& graced the pages ef Matvef's Fantastic Four, DC's Flash 
and iiis cr&ator-owned project, Telios. 
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ACTION SCENES 



O ne of the chief defining charactortstics of 
superhero comics is action. After all, nobody 
Mhos a dull fight scene. aa aiiiatSp it^s our 
}ob to fully bring forth Intonsc dynamios. It's not ais 
as it soundSp thou^, since we're conafantly torn between 
maintaining a sense of reality and mahiitg a scene bigger 
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CHAPTER SIX: PART 4 


PANEL LAYOUT 


BY TERRY DODSON 



■ ■ M Torry Dodson artist on such projects 
1 as Msrvcf Knights Spidor^Moiiit Troubht 
H H I H^rhy Quinti and GBucraficn X, Wizards 
askod mo to give you a loo&on on parol and page layout, 
so I decided to go with a character everyone's familiar 
with—good or Spider-Man, Laying out the panels of a 


comb page ban art ferm. but as with all the topics in Ifiis 
hook, with practice you'il got bottor and better. 

So, here we go. These are some of The steps \ 
tako whiie kying out on actual comic page panel by 
panel, and the reasons behind the choices I 
uitimotely have to make. 
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THESCRIPT 

Here's Mark Millar's full script to Msrvet 
Knigt fs Spider-Mnn #1, page 5. Ma rk does 
a great job of showJngeveryiblngThat needs 
to be shown. Plus, all the dialogue is there, 
so you can leave plenty of space for word 
balloons and use the balloons as design 
olomonts in ibo panols. 

TEMPLATES 

Here's the page template I've used for the 
Marvel Knights Spidor-Mansorioe (Figure 
A). Ifs a widescreerr, cinematic type of 
layout E first noticed being usod by Rob 
Haynes on Dsred^vit; Ninja and see 
monthly now in Bryan Hitch’a Uftim&fes. 
Mark roally wanted to toll a more mature, 
darker type nf stcry, and I felt this style 
of layout would work porfectfy. 

When you wanttu do an establishing 
shot, I like to use Fiffure 6* whoro tbo first 
partGl bleeds off the page. I ttimk this makes 
the reader immediately notice something 
different is up. Figure C is a variation 
where there are two small actions that 
don't require a full panel, or you have a big 
action or a. hero shot, or a combination ot 
both. After reading through the script. I 
SCO that it's clear that four panels of action 
will work tor this page, and so I switch to 
a pagotemplato somothinglike n^tireD, 




ttKy AuzzJing irilo 


Cut to oulsidc Ike alley vk ste the Goblin ninninf^ Into Sjpider'-Mar et 

tiD kourarul rbmrging; Him Lhroiig^ the stnel HS they bniti ri^ the Cto'blin 
Ciiitler fT^m Ike led to the li^ht of itic panel. Reactim from ctuiy-rivnLiitg 
aid Jolts fnjju iors that suddenly stop to let them both iilp pasi, in tins mid¬ 

air bntllc tfaflt'a laki ng plaoe Jusi a eoi^Ic of rruia 11^' gtaurrd 


CAPTION 


Ai^they btiiUiirg attheii mdit^r^ 

I heir wIvesT Are ihe>' luv. 
friend oftbe! Ikaiily dicsscd^ 


Ittipaci shot as Ihsy boUi liil a jMsiJiu on hiuJ Spidei 
wiiidslnBld, siiiishirnj H jhhj a [&.otEnuid tby pLccci^ 


CAPTtON 


Oris dial just ME'? 


Cut to «n iirtcriar and ihe- dlivHir covers Id'S aakmitlian liltlt; D-a^cnt&of the 
vfindsutefn stiftltet in (owardfihint, R&ally go femaism here. All the littEe deEflils awj 
what matter. Make tlij$ Eu to the real isurM nnd a pea] ts'oild cnvamnnicnt as yi 
perssitih' can- CuItjUis-iikciiild be nioud iliruughouL Uu^ wlidc ikw. tikervisc, p^aple I 
aliould be drciscd &[id twk aspeH;»|)k dnes^iind |4>i3kiii real Itfc. Kee^iht.: byriAnd^l 
y^ung ond ircady. Make eveiyoiio look like stud^nts- 


NO D1ALOGLIR 


Fflgc Five 


Cut ba4;k tg tte fdkjr as ilie Coblin zips actoss ihg pound lowiiiitbs ua lieio, Bi)ii^ttJtiK 
do^miikc aquancrl^gk OIL hia glider and ready to tokfido™ Oie’WKMKy, boidy 
tOnwiotU S^KlcT-Man he jceaia 1o be wiping, the flotw with. Spidey really looks an 
absalute meSS by this pgint. 


CAPTION 

GItEEN GOELIlSf 


FgTAfF&tdaaoraKcond, I u/ondcr 
do On Sunday 


BIG, DEEP SRKAIH, PAkK KR. 



biML ntn-umciax m ufmeuw*TiH«4.AiHi,Tt 






















































































PENCILING 

Once Tm Nappy with tlie thumbnailsj begin roughing In the page 
full qIzo. I compare the thumtirtailB to the aotuol pago making 
sure everything relates^ double^cheohlng for word 
balloon $paco, etc. A lot of pcrtcilcrs actuotly on largo thoir thumb¬ 
nails from the small size to full size and then trace them off, but 
I roally enjoy drawing fullatze and fryingto capture the essence 
of tho initial little drawings. 

Next. I start working on the first panel at the top of the page. 
You can start with the panel that CKcites you most; however^ 
working fop to bottom, left to right prevents smoaririig. I find rhe 
horizon line and all the perspective points in the panel, then draw 
in a perspective grid based on those points, with light blue pen¬ 
cil (Figure E). A kt of tiinos the grid helps solve drawing and 
compositional problems by joat having "eomothJng'' in the panoL 
After that, t rough In the figure in blue pencil (Figure F) before 
moving on to the final pencils (Flgurt G). In this sequence, a lot 
of the figure is unseen and goes into the other panel. Go ahead 
and draw right IntD that next panel. DonYguess; just [frawitnew 
and orase it later. 


THEDETAILS 

After I'm satisfied with construction of the drawing. I erase It 
with a gray kneaded craaor (which loaves the '‘ghost ’ of a draw¬ 
ing behind) and then draw In borders. The panel borders give 
me restricted space and limitations to draw inJ do the finer line 
work with an HD poncil. 

I then finish pendling, add blacks and background dEtads 
H), In ttiis particular paitol, I ended up changing the typical per¬ 
spective I had been using and used a ''curved" perspective on the 
background to really fed the power of the Goblin's glider. Also, I 
decided to-use mostly speedlinoeto efofinothe background instead 
of the actual building lines far the same purpose. 


THETHUMBNAILS 

I draw my Initial thumbnails as smalt as possible (2" MS'") 
in ordor to bo able to soo the whole thing at once. Also, by 
doing such small pencil drawings, I don't gat attached to 
them and am more able to alter the drawings later. 

Tho first panol is a medium shot shot at a slight 
up angle to feel the menace of tho Green Goblin. 1 
enlarge tho panel size since we need to sec goodcstab- 
Ifshments of both main characters for the next few 
pages. The second panel I thin down to expand the 
horizontal movement of the Goblin. Tho third panof is 
enlargad because so much mfurmaljon is needed to 
convoy, and wo got a cool shot of Spidey and Goblin 
with different s.ize figures to make the page look morB 
ifitctcstriig. Finally^ in the last panel I went inside tho 
car to really feel the Impact of Goblin and Spidey, 
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FI CURE G 
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THEFINALPAfiE 


Aftorl coftipleto tho first panel, I go ahoad andrapaaftho process 
tar the test of the page^. 

E/entually, weVo left with the final pei;cils ready for 1 he 
inks. No major chartges Irom my thumbnallBn Tho groat thing 
about thumbnails is If you makaall your mistakes at the small 
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size you don’t have to worry about It at the full The only 
thing loft Is tho good part^ tho drawing! 


Terr/ Dodson has faid the groundwork for a stotfar oaroor on 
Tides suefj as Marvel Knights SpIder^Man and Harlay Quinn. 
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CHAPTER SIX: PART S 


I 

DRAMATIC TENSION BY JIM CAUFIORE 


I 


FUTURETENSE 

Tension at Its simplest Is about antic I pari on! setting up & potential event in 
the mind ot the reader, and then matcingthein wait as leng as possible bofune 
gening to the actual event. The event is tho payoff, but the torsion \s in tho 
moments before. And that's where to cuncentraie en hooking the reader and 
reeling him in. 

Creating a tense situation is the wnier's task. Mine Is to make it last, even when, 
unfortunately, there's often only a single page to do that in; sometimes even less. 



Here are two estabilahirg shots. The first (niura A} : A sniper orouches, rifle 
with silencor at the ready, Tense, yos, and sotting a mood, but I want to got 
mare infarmation In to the sstabllahlng shot, ospectally if the length of the 
econo is a factor, 

The second shot (Rgura B) adds In Daradovit and Ben Urich, and giuee us 
some perspective an the situatien. But this single panel probably isn't going to 
carry all the tension we want to create. What we car do to turn it Into a econo? 


I 'mamanipulaiar, 

No, I doiVt mean that kind of manipulatioH, (tliough rny 
wife is nodding in enthusiastio agreement}; f manipulate 
the reader That's my job. That's tlie job of any sToryteller, writers 
and artists—to manipulatolhe roader into whatever cmoticnal state 
is necessary far a particular scene to have Impact. 




The best tool we manipulators have is pacing—how we 
lot the scene play out for the reader. WeVe in control of the 
etory^ and thus (hopefully) En control of the reader If we 
do our Job right, tho reader will folEow us and the story 
almost anywhere. If not, weVe lost and the reader Isn't going 
to kaop turning the pages. 















































THESHOWDOWN 

This first example is a duel scenariQ: Twogiutif^lBrs stand in the protagonist (Daredevil) is Gompletel/ aware of the antagonist 
itdddhofad^>scrtodstr(>et, (the Snipor) and his intentions. Darodovil sees the potantiaE 

wafting for either to make the ftrsirrywe. A ^hov^ijwn. event coming before the Snipor takes action; I want the reader 

This pacing Is a variation on that Simply put the to stay in that moment, to live it as long as possible. Anticipation. 



K 


Theinoment is only a split second in this case. I need to extend As you can see« t'm not using the term "showdown" literally 
tho moment artificially. In a film, the director accomplinhosthic since ttiie isn't a duel. Tm using it to refer to a scenario whore 
by using slow morkm, hutweeanh do that In aeormc book since two or more characters are aware of each other and the 
wo^rc deal rng with static images. The salutitHi is to stretch tin e potonti a I event at th o s am o ti mo, 
out by adding panels, small insets of various details. 



ft* 
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CAUSEANDEFFECT _ 

In tho next example. I've situated ihe tension m Itie tnomanr to savB her before The fraftt ^fices her ittto three, easy-to- 
between the potemtal event and the actfan causing it. Cause ami carry pieces? 

effect: The dastardly viUaIn has tied The helphss girl To the Hera, the Sniper fires Immediately. Will DD be able te aave 

tracks fn front of an oncoming hcomotJve: wftl our hero be able his ta rget, Ben U rich? 
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In bath these first two examples, Tm telescoping time, making litile harder wlilchl^s found helps to stneich time, (The 
tho Instant I've choseii last longer than real time by adding ups of dotaila have a similar effect,) 

panels. To the reader, often subconsciously, panels equal time. In panel eight, IV0 added hTformation: Urich Cbosn't know ho'e 

More panels, more time. about to lose soma gray matter Adding visual InfcmialiDn during 

Also note that In both Tve used a somewhat unconvonhonai the twso moments fe a @khJ idea, but yim have laJw careful 
panel alignment. It slows the oyo down, making the reader vrork a especially if ITs not pertfnem to the tension, can diffuse rt. 
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Wit}t Angel (Figure C), w& the dator mi nation of Vieion tn Rgm A, but with 
much more grace^the arch in his back and his open hands rail u$ he's flying 
quichl/j with purpose^ but isn't out to punch the next thing he sees. 


Composition Is key In creating the lllusiDn that a character Is ftoathig above the 
ground. To Indicate liftoff, you must show the onvironment from which the 
character is leaving and draw rha figure above the ground of that environment, 
lotting U3 know ho'5 already in midair. Check out Hior's powerful, deferminad liftoff 
(fl^ro D). We see that he’s flying up from a rooftop (the shadow on the building's 
edge tells us he's not on it, but apart front it). His cape and hair hilFaur behind him. 
showing us the rush of air and hb direction. And the fact that Thor b heading up 
towards the top of the page lars us know he s headed up towards the sky. 

Mow look at Thor landing (Fl^e E), Here, he almost looks like ha's leaping 
down from a higher building. That's a very hoLptuI koy, A character landing has 
his or he rwef^t behind him, and his body wilt bend appropriately. Unless It's the most 
graceful touchdown, a character should have soma bond to his knsos, arms and 
torso to clue its in on the pressure of his landing Further moro, his cape, hair and 
arms, all pointed towards th© sky, let us know where he's coming from. 


FLIGHT 
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COJLI-AOORATE: GREAT! 

“Personally, IVe taken the biggest leaps of grewtli from 
collaborating—i.o., inking somoono‘s pencils, soincono 
inking my pencils, drawing from soineona nlse's script, and 
30 on. Rome mb or that in a collaboration, It'a important io 
res poet everyone's contr I tuition white siirtultaneoiisly 
Standing strong for your own efforts if you believe in what 
you ro doing " —MiitQ Allrad. 


SWINGINGMYWAY 


Flying characters should be handled very differently from 
swinging charaotors, although some Gimiloritfcs romain. 
Note the position of the Human Torch (Figim F). He looks 
like he’s gliding through the air, his head and outstretched 
arms and hands loading him with determination 1tirough tbs 
sky. Spidor^Mailj on the other hand^ is swinging from 
builtfingto building. Ha toads with hlsfsot,and his arms are 
stretched out in both directions as he leaves one wob 
behind to use another. He’s held aloft not by any ability to 
float in rho air, but by the delicate dtsrriburion of weight 
between his arms and legs, torso and head as he swings. 
He should look os though he could fall to his doom if his 
woblines were to suddenly disappear, 


BREAKINGBORDERS 

With Rogue hero, wo see another oKample of ccmposltton 
giving us the visual cuos we nend to believe she's flying—her 
putstmtehed arms, hair flying behind her and speed lines all Indicate 
her diroetion, and the planetary background indicates her 
environment. Her arcing figure is bold enough to break through the 
panel borders. This final cholco is one a lot of arti 9ts i I ko to ua e, b ut 
it also leads to a common compositional mistake many artists use 
that destroy the illusion of flying..,^ 


PRO TIPS 


FIGURE IN ACTION 





















































FIGURE C 






Compoaitjon is important m other ways hero. In Flfura Hi WarbM 
is posed ff^agonally—always the bast tor dynamism In a panel. But 
she looks awkwardi like she's leading with her leg and torso, not 
her head. 

In f1gur« Cl, Warbird keeps her diagonaf composition, but tier 
body is moro solidly posod. Sho looks like sho^s in control of bor 
arms and muscles, not the other way around. Her head, twisted the 
opposite way of her legs, is still poised solidly on her shoulders. 
Even if she was to turn direction in midair, she looks in control. 


CAPETOWN 


One of the easiest ways to craft the illusion of flight in a 
comicbook is to position the figure intho panel unattached to 
any panel borders. Notice how Warbird In Figure G seems to 
be floating in midair. This is because she Has noanoKor—that 
Is, nothing attaches hot to the panei border. 

But in Figure lit Warbirit's toes and forearm are cut off. 
Many artists draw figures that don't tjuite fit in the panel and 
cut them off at avrkward points on their oitrcmilias. Not only 
are these bad composition chotcoe, butconnoofingtho figure 
to the panel border destroys the illusion that the figure is 
free-floating and, therefore, flying In mrdair. 


Hera's another easy Indicator of flight: A billowing cape, 
like Guardian's to the right, suggests the wind whipping 
through it, and helps indicate direction and motion. The 
more dynamic the cape, the more dynamic the figure and 
tho oompoaltion (but don’t go ovorbeard, and don't connoet 
the cape ta tho border). 


rMCHT 

ANCHORSAWEIGH 
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A character's hair is another great indicator that a character is 
f lying, leaping er in motion. The wind pushing through Sho-Hulk's hair 
(right) tndtcatos speed and directlan, Irnporrani car^BideratiDiiS 
while crafting the iJtnsion of motion. 


A great model for characters flying fs characters swimming, The poses, 
angles, billowing hair, wind- (or water-) whipped capo, diagonal compasirtian 
and the onvironment the character is in are all just as applicable to a 
swimming figure as they arc to a flying one. Just somothingtoryou and 
Prince Namar (left) to thinh about. 


Whal about two characters fighting while thoy'ro 
flying? Tho same rules apply. Campositlan Is 
remove the figures from the panel borders to create 
the Illusion ttioy’re floating in mid-air, like Iron Man 
and Supsr'Skrull. Create backgrounds now and than 
to lot us know that Iho characters are not grounded 
and, in many cases, are flyiig hundreds of feet above 
the Earthi Keep diagonal lines In tho panel to create a 
dyoamie composition. Aitd kesp tho figures' logs flung 
about—they should tievor look like they can stand on 
the ground tho minute they're upright] They should 
look like thayVe in constant froefali. 


I HOPE this was helpful and gets you started thinking 
about some ways to draw superheroes and their adversaries 
flying and fighting. I highly recctnmend a groat book, Thomas 
Easley's Ttts Figure in Mothn, for great poses and some 
torritic figures in midair, apparently flying, Also look at any 
bcoksof dancers with simHar photography, Theyil really get 
you tliinking about what people wDuld lock like If they could 
really fly.., and lent that why we’re In this buainese anyway^ 
to make people believe fust that? 


Phif Jfmenez has taken flight as both artist and 
writer in hooks tike DC's Wonder Woman and 
DC/Vertigo‘e Othorworlri* 


FIGURE IN ACTION 
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CHAPTER FIVE; PART I 



BY JOE HUBERT 


G l^id Yuu were able to make it to tlii$ course. 
I hop® youVfl boon practjdng your funda¬ 
mental figure construcrton^ perspective, 
anatomy and body language. I think if® important to 
remind you That none of itioso lossons are essy. Benefit 
derived depends on the effort you put into ft. No one 
becomos a cartoonist as a result of orre drawing. It 


takas time, patience, motivation and work. Making 
itiistakofi and /oarni/r/from those mietakce. And 
drawing and drawing, and then drawing some more. 

StFohto it! Keop at it. Your improvement is in exact 
ratio to tho amount of the time you epsnd at 
drawing, niat'^the magic formula. Anyone can do it. 
Alt you gotta do is wcrf< at it 


THE UI5E OF 15 

AB&OLiJTBlV E55EMnAL T(5 
THE BUCCE&&f[JL EXEOJTfON 
OF GRAPHIC Cai,rtrtMJ'^[CATH:>N, 
P^AMELY^ i:Als?Ti::>ONJN(S- 


5JNCE iV\05T COy,\C WITH 

TOPICS THAT E?<15T CALY INI OUR PMASlHAtl<?N/ 
THE FlCrU^& THAT JUi-UeTRATE THE 5TORY 
MUST SE AMP HO 

MATTER THE CHOSEN SUBJECT 


MKMFt 




A SOUPIEK 
VOB&m LOCK 
RISHT JF HIS 
edPP/^Af£JVr 
rs PRAWN 

incorrectly 

HIS 

CAN'T LCCli< 
LIKE A TOY 
CARi ANP HIS 
GOTTA 
LOCK REAL^ 
OR WILL 
NOT eS REAL 
TO THE 
REAPER. 


^LT 






Don't limit yoursolf to onEy or)e picture reference of the 
subject in need. You need views from all angles, not to bo 
limited to a specific pose. If, for instance, your subject is 
dinosaurs, you bavo to know what the creaturo looked like from 


all angles. Having only one picture reference means drawlngtha 
same thing with no variations, because you don't know what the 
subject looks Mho from a d Iff a rent angle. When that happens,, 
the rofcronce is usingyou, instead of you using the reference. 
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CREATE YOUR WORLD 






























































So—gm as many plcmres: as you can, and make sure th ey're goad 
references. Chech the credentiats of the dinosaur illustrations 
(tho artists), Thcro wore very few camoras around at fhe time. 

If possible, visit your locai museums and do some sketches 
of the dinosaurs on exhibition. There are many good books 
containing we I hreseorched tl lustrations. Study the skeletons. 


How did they movre? How big were they? The more you team 
about them, the more offectlve your drawings will be. 

Idoviemakars have done astouniding things in creating worlds 
that m longer exist—or have never existed. I can only begin to 
tmagino the mourttains of rcscarchthoy bad to dig through in order 
to achieve the necessary level of credibittty reflectod by their films. 





V 



WNfiN j: CRBAtEP 
OWR^CTER X HAP TO 

FIMP C^T WKAT TKE WORLP 
LOOKEP LIKE PERHAPS A 
MILLION YBAK^ Aeo^ X HAP 
TO iVWKE m SfTORy 
PELIEVAPUE. 


PP? (VAH ACjUAL-iy EXI^T AT THE TfiViE OP 
THE PIKC>£AUR7 NO £?NE EVER PROVEN 
OR PI5PRGVEN TIW HVT^THE^IE. WE KNOW 
THERE WERE PINO^AURiE. THE 

HAP JO ee esUieViASLE A5 WELL. 
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I felt T»r needed re resemble today's man, yet be quite 
different. Since his very exiatent^c 'would depend on his 
physical stron^h. he would be heavily muscled with thick 
shoulders, hdusetes would not stick out Ilka inflated 
balloons, unlose he was exerting himsetf. Otherwise, he'd 


look stiff in movement Besides proper anetomicftl proportions, 
I gave him a strong Jaw, thicker lips and dark eyes, shaded 
by a prominent brow. On closer examination, he bore scars 
from previous encounters with follow inhabifante both 
anittiol and human. 
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T FOJNP* RepeRENCE^ 
F^R THE CRUr?£ FLINT' 
HEAI? 5 TONE 

A><B& AMP ^RAlPEt? 
ROPB HIPE S^IP TO 
1&E\P BY EARLY MAH. 


wiLP 3 la:k HA\R 
l_OM<3; TO PROTECT 
HI& NECK AHl^ BAC\<. 
m HAIR re CUT SHORT 
IN FRONT ^ Hl£ 
VrSJON WILL .NOT BE 
OSSTRUCTEP. 





Mr 


Tor, to me, isn't Just a drawing, Ha's someone I know, somonne I want my readers to accept and bolJovo. If you'd like 
to learn about the entire history and development of Tor starting from his inception about 50 ye^ars ago, get the 


throo'volume archive editions of Tar published by DC Comios. 


CREATE YOUR WORLD 
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i i WiUihthe last 100 years^the development I was asked to illustrate a sfery about air combat during WOrid War FJnadditicn 

i j of flight has gone from small, elnglO'^cGarar to the pilots, the other major charactors wore the airplanes. The story's title 

j|: I wood and canvas airplanes held together was ^'Eneuiy Ace," written by nobert Kanigher. He had reseatclied flight 

[ 1 by baling wire to bitcrpfanotary spacocraftH tactics, aiiplano ana aments and the kind of ineu iwho flew those "flying coffins.’* 



I read books and got as many plcruros of vintage atremfr as I could find, shOiWlngall angles. Including details of constructiDn both 
exterior and interio r. J felt that only then could I convey to tli e read et what it would have bcion ilko to actually fly m one of those airplanes^ 



There were few standards as far as uniforms ware cDncoritod. 
Some wore leather, fur-trlmmsd Jackof^- Others attached 
bright-colored ribbons to their helmets (like knights of old) and 
long scarfs that trailed in the wind. They painted their aircraft 


distjnctivolyr so they could Identify their opponents. I included 
all these etemeius and more. It made the story and the 
charactora rnora meaningful to me, and much more 
enjoyable to draw, 


I 
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GET YOUR REFEftiNCES BEFORE YOU 

STARTTODRAW! 

1. Get as many pIcturBs as you can of the s^Jbjocr^ you iritonci draw, from as many angles as po&siblo, 

2. Bocortio a 'rogular' at your public library and local bookstore^ Thoco places contairi a wealth of information far every artist 
and cartoonist 


3. Logon tho Intornat and in minutes you can find pictures of every conceivable subject 

4. Build your own modots. Then, youVs got a permanent, thrca-dimonsional oxampio of yemr subjoct front avory angle. 

5. Videos, featuring animals, places and things. 

6* Visit your local musoumis and don't forgot yaur sketchbooks. Draw amythingvou see that iniglit iiitarest you* You never 
know when you'll be wsing those sketches as subjects in a cartoon strip you^H be drawing, 


'’THE FieURES- 0<AVt BUT 

THE PUJLPINsS THAT LOa<3 
H!<E A BOX 

CCWPLETELV PE^TROyei? THE 
lULU^JOW. Vie C4RTQOW1ST6 ARE 
^UPPOeeC? TO CR£AT€ AN 
lLLtJ$;ON OF C^£iP/3/U7y} 
NOT 



Comfes /egerrrf Joe Kvbett is tfie founder of ffw Joe Kuttert Scficel of Cartooning and Graphic 4rf* Check ovt his graphic tiove! 
Sgt, Rockt Between Hell and a Hard Place from OC 
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S ’ ite 


PHOTO REFERENCE 


BY GREG LAND 


i _ - 

WIZARD BEST OF BASIC TRAINING 


A 


MOREOUESTIONS 


Vki^aT cvacliY Is referen[:B7PhaTDS, stiihlife a fiiend posing, pets, 

cars, the house across the street virtually anything RofereriBP helps give 
itie illustration a sense of accuracy. An example la the way clothes drape 
across a porson's bady. 

Ftclorencc ahoiild be psod as littio or as much as the artist fools 
comfortable with In order to get the desired illustration, and can be 
gotten from books^ mogazines» newspapers, photos by the artist, the 
environment, almost anywhere 


I ey, everybody. Greg “BigRed" Land here.Thtsbine 
around, the topic is usr^iofcrctKC^ An artist uses 
reference to get a strong visualization ot the 
objeGt(s) to be illustrated, Lefs say the story calls for a 
specific type of early locctTiotive. Uni ess the artist Is a train 
enthusiast, he or she won't know what the specific object 


looks like. Looking up the bEKutiolive in bocks would be 
the best way to bo sure of accuracy. Tho list of artists who 
use refer^TC^ is long but a few that t admire are Alphonse 
Mucha, Olivia, James Eama, Joe Jusko and the great 
American illustrator, Norman Ruck well, Lefs go ^eadand 
take a look at a few oxamplea Lve puttCigether. 


This example shows the heroine Arwyn from Sojourn in a relaxed 
poao (TlciiraA) I found an appealing model (Rebeaca Romijn!) in 
a swimsuit nragaiine and used her basic stance (the crossed arms 
and the slight twist of tho toreo) m my starting point, tbon added 
Arwyn's expressinn^ hair and costume. In This example. It was tho 
pose I waa after, not the clothes, hairstyle or faoiul expressior* 


FlGUnE A 


Mi EH^iciui; ~ A-s^rnniKinjtTiYi cwn rmrir fmr: 








































I pull photos from my clip files (organized files of cut-out photos from 
magazines and mwspapore), or tako photos of nny friends or myself for facial 
expression reference. These examples show how I've used the basic 
expression from the photo and changed hairstyles and clothing to mohe the 
drawing appropriate for the character. Sajoofn's Gareth {FIfun D) ie based 
off a model from a dothlng ad The young girl with the fearful expression is my 
niece, Brianna. Ir this example, the character looks very much 

like the photo to the left. On the other end of the specTrum is the troll draw- j 
Ing (Rfure D), Looking at the medol's exaggerated facial expression 
(Okay, it's me), I was able to draw the features to got this charac- 
ter. I like to visualize the trolls as actors with Holly wood-stylo // 
make-up applications. Finally, I drew the lovely Meven (Flgwr* / //0 
Q Inspired by this model from an issue of Sports fifustrated. { M 


naufiEB 


FtGUBt t 


ll 
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BODYMOVIN 


These examples show full figures. The first is an action pose 
of Arwyr firing an arrow (Figure F). My rcforcnco for this 
Is a woman shooting a pair of guns. The second drawing Is a 
winged female (Figure G). Tin probably not going to find 
this in any roforonco booh, but the gracofulnoss found in 
many athletes can lie helpfuL In this case, an Ice sharer 
helped with the pose for tht$ flying woman. I got the wings 
by looking at different photos of birds. (Mothco tti$ different 


tones added to the wings, which are based on an osprey's.) 
Many times I have asked my wife and friends to act out 
character movements. I like to use a Polaroid camera to got 
a quick shot of the action. This is extremely helpful with 
paaol composifionr since I can move the mDdcJ(s) around 
TO get a variery of angles —upshots, downshots, 
closo-upsi medium shots and distant shots, These oh help 
to make the storytelling Interesting. 
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NATURETOUR 

Environmerte—citios, water^ caetlee, houees, woods or any 
othor place ttia story takes us— 'are ttie places where the 
charactore interact The exaimple I'va drawn here is an open 
cfeariag leading up To a wooded area {Figure H). Using a 
photo from Country's Best Log Homes helps to show the 
different shapes that the trees make. By drawing light and 
dark areas, a believable wooded setting b achieved. 


FIGURE H 


PROPITUP 



Props help to round out the 
environments and make the 
storios evon more boliovablo. Tho 
eKample Tve drawn here is a 
custom street rod (Fl^ra I). All 
too often In comic books, cars 
are incorrectly drawn. A little 
extra offort of looking through 
car magazines or oven Pojaroids 
of porsonal vehiclos can make all 
the difference'—my Tnndet is from 
Ho# Rod Megezine, 
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THIS IS A MONTAGE of some pf tho female characters froiti Sojettm. By using ilie previous drawirtgs, I created this pin-up 
niustrarion. I've used heads, figures, props and enuironmente along with some design eloments to Tie rho piece together. 

Hope this helps to show how iittportaut reference can be when drawing. Have fun with it—clip your magazines, save catalogues 
(I use my wife's cataEoguos after sho is done with them) and aavo newspaper acts. Hovo your friends end family pose for you— 
this can be pretty fitimy. If something in a book looks interesting bur you have no place to use hat present, make a copy and hang 
on to it chances arc you will find a place for it eventually. Good tuck and keep drawing. 


Greg Land's deiaited and refercncud art has enhanced the pages afCrossGettV Sojourn and Marvei's X-Men: Phoenix—Endsetig. 
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MOVIE Burr 

"SincQ I can't watch TV 
wtitle I'm painting, I like to 
play a mavj<c I've already 
soeti, and fust simplv listGir 
to it as I wQih. iVe listened! 
to Jaws aibout 200 times.^ 
“Greg Horn, £mji^ Fmt 




CHAPTER FIVE; PARTS. 


BACKGROUNDS 


BY PHIL JIMENEZ 






lot of artists liato drawing backgrounds. I'm not sure 
why. 1 love ro draw tliem. I'm one ot those guys known 
for my dotailod backgrounds. When fans and editors 
meet me, I often hear something like, "Hey, you're the detail 
i;uy'" or, "We know you can draw backgrounds, so youVe got 
the job.** 


I lust love drawing chairs and buildings and people and 
mountains and animals. If you love to draw, why 
wouldn't you want to draw everything you can If given the 
chance? IVe learn nil a lot Just by doing llie researdi to draw these 
things. And now I'm going to try and give you some tipg Tve 
picked Lip along the way. 


— ' 
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There's nothing quite so impressive as a splash page with a favorite 
chatactor liko Wolverine or Spider-Man, charging at us with 
speedlines dashing past Qur face and theirs. Like I said above, a lot 
of folks don't like to draw backgrounds. So before 1 get into the how 
of It, I'd like TO touch on tho why. 

Backgrounds give a eharAeter contoKt; they establish the typo 
of world he lives in. They also give us an environrnent a place for 
the character to irteract. Thanks to backgrounds, we can 
imagine our oharaclcr in e particular backdrop, at a particular 
size, with particular objects and ciimate. Take a look at the Image 
of the Incrodible Hulk, belov/. 


GROUNDEDINREALITY 





























































































































































Now, take a look at hiir hero. See what I mean? He's m fonger In some Ba^orjy Hills IMng rootn. He> swrounded by rubblo 
and smoke and fuin—and ho'a raging. He is the Hulk, after alii 

Ift both drawings, i've established an environment in which the Hulk can interact, and which gives us an idea of Ns size and 
domeanor (body language). In the Itving room, he's looking a little out of place""aiid IVe drawn his body language to reflect 
that. But I ve also drawn bis body to reflect that^note hJs size compared to the other objocta in the room, Compare that to 
his raging self amid the rubble above. See how when the oonteKt changes, sc does he? Backgrounds help establish the world 
a character lives in. 


I 


I 


i 



LAYITDOWN 

Below is a quick look at my process. First, I establish with a loose 
drawing whore tho character's going to be, and in what action pose, with 
a slight hint of the background. Then I go In and startta add tho details, 
adding mere to tho background elements in front and in back of the 
figure, remembering nor to f il in the whote background, because word 
balloons will help with that, Once that's established, I start filling it all in* 


MAKEREFERENCE 

YOURPREFERENCE 


If you're drawing the Grand Canyon or Hew York City^ you need 
roforoace to surround you so that you know what things actually 
look like. My best sources for reference aro magazines and books— 
anything with ptiotosin rt—indudingiiiattiro, aii^bitecture aid furniture 
magazines, books on everything from animats to castles, and oven 
old photographs. 




•r 
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So horo comes Rogtro, flying down to enjoy ^omo poaoa and 
quiet on a sunny day In the woods. How do I establish This 
environment and how do I lay It aii do wn? Giad you asked. 


First, I snag the reforartco. I wanted a park'tihe forest, so 
I chocked my maga^inoa and books--even animal books, 
because they have backgrounds^ too—and lound the right 
type of trees and grass. Whether youVe drawing airplanes 
or grass^y knollOt it’s all the eame. SurCi tho roforonco might 
be different, but the process is the same. 

Then, I sketch in Rogue (HgureA'-l) while filling in the 
details Of the trees and shrubs around her (ilfiire A-Z), 
keeping in mind things like light sources end shadow, 






HGURE A 



A good way to work Is to think of your characters aa"actors," and 
the backgrounds as the ''stage " or "set.'*There are three parts to 
the “set"; the foreground, the middle ground aaid the background. 
Those arc the three planes of o background, and we use itiem to 
create a 'room" lor tho draracrer to act in. 

The foreground Is tho part thafs "closest" to us, 

the viewers; ft's usually in our face, dmost asff we were there. Oiir 
liand could reach out and touch the forogmund in aomo oases. 
The middle ground (Figure B-2:} is often the part where the 
character interacts, because it"s the center and focus of til e iianel. 
The background (Fl^ira B-3) is tho stuff waaaay in tho hack 
(although nor always Thar far) that creates the far "waH'" of the 
room the character's acting in. 


FiaUREC FICUflID 



CHANGEOFSCENERY 

You cor draw a character in any environ ment, with any background, 
on any kind of set you want, That's the cool part about comics. But 
remembcn If you change anything on tho out, you chango tho 
context. anrtthechamcTer's hehavtor should change appropriately 
C hcck out tho I oaves above. They suggest diff ereti t types of 
environment The bushy leaves on the left (Flgum €) suggest 
a drier, Fnone fbresry kkid of place. Tits leaves on the ri^it are from 
a humid South Amoricaii jungle (Flpn D). 

See whai happens when 1 draw one kind of forest and not 
the other (FTCUre E-|)?Thc whole environment changes, and 
Rogue's reaction (surprise and trepidation) In Figure E^2 
changes appropriately Vour background will dictate how your 
character reacts within it. 
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BACKGROUNPS 


SETTIHGTf[X][l 

STAGE 

Okay, say your haro was traitsporled to the Old 
West In a tim© tunnel. Hew do wc croate tlio 
liackgrouiid (tlie etivironmont) for Ivlmtaworh In? 

First, wc get the refereneo: books on the Old 
West, photo books and iridvi© reviews on Westorn: 
■navies from the I9£0s to the 'SOs, anything with 
appropriate visual referwice. 

Then, we lay it all in, I sketchod in our hero 
(Figure F-l) with an appropriate eheoked pose 
































































































































































































































































































































































































Itaw tirat yt&V6 established a lodk, let's take it a 
step further and put a funhoirse-mirror spin an it. 
This is always a good approacit for monstor 
when you'rs something new. 

SquaGhj stretch and twiat to yeur heait'a centDnt 
If the brew is thick and prarreding, smash It way 
down over the eyes untii the entire head is mashed 
in. Or pull a protrirdlng Jaw way out and don't spare 
the teeth — separate them^ crowd them, blunt thenip 
sharpen thamj whatever. Pull the lips until they're 
hopelessly stretched out Or tigliten the 
shin until it"s ready to split and the eyes 
bulge to near popping. iVtongue hanging 
out« an ax in the head, one eye bugging 
out are all simple touches, yet tun 
and offective just the same. 


PUTYOUR 

HEADST06ETHER 


INSPIRATION 

MEANS 

PERSPIRATION 


It doesn't take much sometimes—charrod flesh 
and a zipper for a mnuth, a bulbous head with a 
strange gas mask. Inspiration can como from 
Just about anywhere. Sometimes you're lucky 
and odd things just pop into yeur head. The big, 
swolleri head with the weird gas-mask face was 
actually baaed on an elephant. The tushy fellow 
came about because I asksd my two daughters 
what was scary. One said a big dog, tha other 
said a pig. I blended the two and added a bit of 
human. Children already think clowns are 
scary, so I added an impossibly large, evil grin 
and small, sharp, cannibal teeth. Children's 
nightmares just got s. bit spookier. 


Here's a closer look at head design. We have rwe 
very different creaturca—the zoitibiB (Flcurtt lk)» 
with hie shriveled, dehydrated look, and the thickly 
featured brute (F^Ure 8). By combining elements 
of both wo achiovo a *'zoinbrutio" (Flgorp C). This 
is only one of many possible combktatlcins. hut you 
got the idea. 

■ t . H * 


riGURE A 


FIGURE C 


FIGURE R 
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FACETHEHORROR 

Okay^ let's pull soms of ttiEs tqgethur and fiiii? tune 
it Start with tha haad, mocfalad atter our 
^zDnihrutlB/ OnE ejfe Is large and bloodshat, staring 
out with evil intcrttions. I tike to put extra baggage 
around eyos like thos«, giving 'em that weird, 
novor^sEaepa look. Tho othar oye is small and dead, 
probably made lifalass from soine horrible wound, 
now sewn up and scarred. The ears are rotting with 
bits missingt tho }aw misaligned with a serious 
underbiro. The lower lip hangs, almost flapping, 
with a bit of drool (not too inuoh). Warts and a 
generally bad completion oovet the face. Vep, 
definitely someone you'd like to bring home to meet 
tho folks. 


RODYBAG 



Tho body Is based on one of our first amalgaTtis. I olongated 
the neck, with tendons and veins bulging from it. The smaller 
arm is wofcbod at Iho foroarm, tight and springy looking, with 
a bony, nervous hand fust waiting to grab somoono. The big 
— arm almost drags on the ground with a huge, clawed talon for 
crushing, clawing and destroying. The clelhes are dirty and in 


tatters as if ripped by a hidoous traneformation. The torso is 
hopelBssly bent over the legs. 

This guy's |uet an ugfy, ambulating mess, stumbling 
through a foggy- cernemry. I fried To imagine a monster 
crushed and deformed by its own wiokedhess^chronically 
uncomfortable, hating the living. Boiitgevil will do that to you. 




















ALIENNATION 




Nothmg irt tt]is world i$ going to provide ^ou with nmoh 
freedom to be creative as drawmg alfons, or ‘‘space 
morsters/* Let‘s start by defining a few basic, sfanriarij alien 
templates. This way, we'll have a sprlfigboard from which to 
launch oursolveG info drawing more in tarosting aliens. 

Allftn A: Basic Humanoid. Easy tc relate to, with 
standardHGSue arms, fogs and head. Wv, in a few animal 
properties (note the hooves and horns), and he's finished. 
WcVq seen rnany of tbeso types. 


Alittii B; Pretty coinniDn as well. Very 1950s: A 
humanoid evolved into a shinny, halrloss guy with a 
massive Intellecn (Yawn.) 

Athm Ci Thb alien is much more disturbing. Based upon 
In&ects^which scorn to frighten most people—large^ scary 
bug-aliens like this defiiiitety earn their place on my cool list 
AUmi Hi a disgusting pile of puckering, tentoclsd^ alien 
freaklshness. How this is my idea of an alien! 


ALIEN A ALIEN B 


I’VEJUST 

SEENAFACE 

Hew let’s use what you know to create 
so [nothing bettor. First, takoa look at AVun E— It's 
no-t too far off tha beaten path. Most of us create 
the basic alien by slightly alforing the Indcpendont 
features of your neighbor next duor-^adding more 
cranium space, tweaking the ears, etc. This can be 
done In a thousand variatione. 

Attens F and Ik These aro dorlived from mliclng 
[p oomo bug (fly for F, spider fer G). Those two 
appear a bh comical, so we rnay want to scare thorn 
up a bit in the next example. 




ADVANCED 
































ALIOiH 



UGLYMUGS 

Flemeiliber those fly and spider 
aliens from betoro? Left mash 
them Together for IUI«n H, 
Hew w&te gofting eomev^here. 
Very alien. 

Thia technique of combining 
seiircea has always boon very 
helpful to iTiGi which brings us 
to Aifent I end J. Kooping with 
the basic concept arrived at in 
Alton H, I ore steel now images. 

In A i tefi I sofiened tha faco 
by adding some *'squidnoss”; 
teiiTacles with clawe» elongated 
head. etc. Allttn J gained 
protruding ay os and polyps on 
thft tentacles. Natr — ”— 

















































































































































































TIGHTENITUP 

Thi« alago ^11 fako most of yourlittio, After blowit^ tho Fayout up afid anlaigng \t oim IF-ljy-l7-inch board, I ttg^fon up ihB Unes a ItnlB 
using the characrer design shoeis tram my peisonal Ti^sfonners archive (see below). Pay attooticin to porsfiective. angles and shapes 
before adding arty details, Reshape your cubes and syMiical shapes as desired OpHmus PHmois rlio eetifor ofattontied sol made liim 
(aigo in conparlson to the others—well, except Om&ga Supreme there tn the background. Ybu can still be a Ifrtle rough af this point I 
personally use blue lead for this particular stage. Concenrrate on tndking sense when you draw tochjTry to ntako It look like it works. Iff 
batwoon joints you can draw rotational davices and electrical wires, depending an how hi-tech you want to be. 

I named this pln*up "The Front Line'' because it's ttiu last dash of the Autobots and Oecepticons to conclude the ongoing war, I love 
epic tales, ao this piece has opic itnagory. Opifmus is in tho middle; Hols the main focus, so he must stand out in comparison to the other 
Autobots. If I had colomd this piece, I would have added many textures to the Autobotsaiid rusted them upas if they have been warring 
for months. This piece also shows Optimus’ lEadcrship; he's standing in an unworHcd, human-liko pose. Ultra Magnus is bohind OptimiJS, 
since he’s hie right-hand man, and Rodimue Prime is looking at Optlmus with a wortled expression since he's got doubts about 
winnfngihe war 














































































MECMA 


THEGRANDFINALE 

Now we finalize our piece. I usually rtraw small heads to emphasize the sh&or mass of the body, Round off tho edges of each 
corncf, and add lines for ruat as if they've been through hell and back. Have a lot of open spacOp tout balance that out by 
making tha small areas oxiremely detailed, Robots eroatod in the far future like Gundamhave less belts, and if they do have any, 
they are weil bidden due to the natal platasthat protect the main components. Whon I'mfintshod, James Rati, my right-hand 
man, will fill in background detail to complete the p^e—mthls case, broken-down buildings. 



PIIACTtCE, DRAWING MECHA find sooner or later you'll end up with aomelhiug as cool as the Transformers or Voltrcn. 
Remember to ask yourBolf what kind of robot you'to drawing-doos it have buman-like cwalitios? What are the strengths and 
weaknesaos of your robot or robot race? Does ft have artificial irttelllgence, or Is someone behind the mactilne controlling H? 
Remember your basic shapes, and koop multiptying shapes on top of one another to form your robot, I hope this has helped you a 
little—good luck on them robots! 


Dream Engfna fiottcho Pat Lse'spmciis figtittherr bafttosin Transformers/GJ, Joo. X-Mcn/FantasticFour ^Pjcf Devil May Cry. 
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CHAPTER SEVEN: PABT-5 


I 


ENERGY EFFECTS 


BYPHlLJtMENEZ 


Y 'kilow, during rhe TtilrteeTi dr so Tvd been In comics, 
I^G wcrkcd on a variety of cberactero with powors ratigirtg 
from oprtc blasts to ttio orcmentaliTtartpjIaifon of the ocean. 
In tiiat time, I've had to leanii hnwto draw qurtea few i^fferent types 
of ' orwrgv offocts"—from fire to lightning to smoko and hevond—and 
their effects on tl^ hemes and villains using theia WelL I'm here to 


suggest a few waystliat yau can drawthese eitier^es. 

I can't stress enough, howevsn how important photo 
referonce was and is to my learning about howr these energy 
patterns rcaliy woi!4(, and what they look like, 1 hope you'll whip out 
thoso or science books and magazines, and check out the photos. 
Nothing like knowing the realfty before drawingthofantasy, Isoyl 



3 




ADVANCED 


You should also keep In 
mind that lightning is a 
light source, and its 
effects Oil^^ shadows 
and haroh lighting} 
should he reflected on 
tho person casting it. The 
white light of the 
lightning is best seen 
splashed across a darter 
background: I suggest 
dark storm clouds, which 
only add to the mood 
(Figure B), rinolIVi 
creating a lightning 
starir—not J ust a simp le 
holt-'holps add to the 
Intensity of the effect, 
and makes the charac- 
tar look mors powortui . 


WHITELIGHTNING 

Say you're drawing Storm nr Thor raining lightning down on same 
loser su pervilfain. Keep i ii mi nd, I ightning never travels in a straight 
line: it ofton ripples and splits into smailer (and sometimes largor) 
bolts alongrhsway.A good way to start is by drawing a Elngju, curvy 
lino to begin the shape of the aotual lightning holt (Flguiv 
Once thafs done, go In and add single lines for the tendrils attached 


(Fl^imi A-2). Space them out any way you wish—clusterttiBin, 
or add new enos at an evon distance from each othop When the 
first lightning Htie Is finished, add some "weight ' tu It by drawing 
aitothor line parallel to the flr^t (Flilira JI-3), but very it onough 
so that parts of the tendril appear thicker in some spots than 
others. Just keep It moving with a real "rhythm." 





















































OUTOrSHAPE 


Ford itastyp HI-tempered, seine what cverwcight and definitely unsanitary guy 
likoMojo, wego for a kind of bfetchy foek. Theae extra bits of rendering help us 
stiow, again, mass and bulk. Just bew thisisachievod mthlG casD \n difficult to 
put into words (forme, anyway). But partly if has to do with iha angle of the 
rondoring or fealheiing near the shaded areas on Mojo, as well as all those 
splotches drawn on his body. Just practiee, you'll got it rigfit. 

You may also notite that the bread on Mojo's sandwich has texture 
similar to the orange's on the first page. Thafs okay. This 
isn^ really e piece of bread, it's a drawing of bread. So ynu 
don't have to actually oat it. Your job is sim¬ 
ply to ennvey a sense of reality to 
whatever object you Ve illustrat¬ 
ing. This is drawing, not 
photography. 







How about drawing a super-reflective, 
ultra-smooth character You could try 
drawing all the objects near her reflected 
on her surface, but you want to 
finjah this drawing m your lifetime, 
light? Try drawing lines of various 
thicknesses parallel to the outlines 
of her form. Also suggest some 
highlights or gleams in various 
aroas. AH these things help 
show that Our character 
i$ highly reflectiye 
without actually drawing 
ail the reflections and driving 
oorselvos insano. Remember, you'ro 
just trying to give the ilJuslon of 
reality, not create reality itself. BoNcvc 
me. you can't. I've tried. 



THE FUNDAMEMTAI-S 

“My biggest mistake In the beginning of 
my oaretr was not concentrating on 
underlying structure. I was more focused 
on rontforing, and my work suffered from 
a lack of a solid foundation."—SEmUIcNiuert, 
tfifimte Secret 


AMO THAT ENDS today's drill, RemombGr,^k^ bausa 
I draw texture this way doesn't mean you have to. Thfjre 
are other terrific comics artists like Bruce Timm or 
Mike Mignola who can convey a whole world of 
textures with just throe dots and a dash, (God. I hate 
Those guys!) 

And rcmenuber this; When Ifs time to draw an 
orange, GO GET AN ORANGE! Ifs okay to look at tho 
ways other artists draw things, but every once In a 
while, look at real life things! Boljevc no, it will only 
help your drawing. 

A final note* befere I go: As long as you tr^at it 
with reepect, texture can be your friend! Now hit 
the road* ya wusses! 

Arr Adsms* ftijiky textures esn te seen on ail sorts of 
naatij cornhSt from Morvors K-Men toOark Horse's 
Menkeyman & O'Brien to DC*s Action Comics, 
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FIGURE F 
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METALLIC SURFACES 


BYJIMCALAFIORE 


KEEPYOyR 

PLATESCLEAN 


Here are rwogood eKainples of armor plating. Juggernaut's simple annur 
(Figure 6) is great to draw, ospeoiaflvl^at bullet helmet Bulky armor is 
basically made up of smoath geometric stiapes aed requires simple shapes 
in the rendering. On Juggy. IVe used a back-light similar to Figm B, and 
soparared ttie light from shadow with strong, clean black shading. Although 
Ihighfigfitod the upper edge of his hBlmot and shaufdirs witha more loose 
‘^reflpction" lme»tfio overall shading is hopt very simple. (I usually render 
the shadowed area In black, but I left if open on Juggy fora mood effect.) 


A goa d place to start is with s simple exerdse using a chrome sphore. 
In Ftguro A wo divide the sphere with c strong black line across its 
equator, designating the top half as roflecringnight.” and the bottom 
half as ^shadow,” The light sourco In FTfliro B is now bohind the 
sphere, back^ligbting tt, which creates a large shadowed area. F^pn 
C brings the iigtit source to "our" side of the sphere^ expanding the 
refiectod light area, In Fl^ira the light has moved to about IQ 
o'clock. Note how the upper edge of the shaded area curves to the 
shape of the sphere difforenti/ as it changes position. 

There are two important points hare: First, always h« aware of 
and stay consistent with light sourcus. SBcond. perceive tha sphere 
as a throo-dimonsional shapo, not just a eirclei, To interpret how 
light plays across an object, you have to think of the abject as 
occupying space in the real world, especially when dealing with 
somothlng llkethn gsometrlc shapes of bulky armor plating. 


M etal. Along with spandex and leather, an 
important texture within the world of comics. Take 
it away, and a lot of superheroes wouid be running 
j around empty-handed^ half-nakod or missing an appondago or 
I two (or six or seven), 

£ UnfortLinatoly, polished motal can't bo graph leaf iy represontod 


I Ul ■- Ifcfcl 

as it really exists, reflecting everytJiing around it lik^ a tinted 
mirror. That just wouldn't work m paneMo-panel comics (except 
for specific effect shots, like a face refleclod in a siiield). So we 
cheat. We rely on area^ of light, shading and highlights to 
sim ulate die effect welt enougli so readers see if as mofal. Which 
isn't all that easy, either... 


HAVEABALL 


The War Machine armor (F|g|B«F) mighl seem much 
more difficult to intorprot than Juggy's, but if you 
concentrate onirs parts rather than the wfiole, ifs not. 
Most bulky armor can be broken down into various 
geoinotrlc shapes! the semicircle of the shoulder pad, 
the vortical walls of the octagonal collar, the half' 
sphere of die ear cap, tbo squaronoss of the chost 
plates, etc. With acoi^sisrmtt light source, each item 
can be rendered tc itepaitrculardimonelons, 


FJGUnC E 


FICVFIEA 


CHAPTER FIVE; PABTjB 












































SkiiiTigliii metal (>reseiits specifically different problemss mostcf which [lei>eiid on a good knovuledge 
of the Lindcrlving structure {bone» inuseic, ctc.)^ since that’s what Influences the reflective patterns. 
With this right arm {n^re G), I first chose a light source (on '"our side" of the arm, at about 2 
o'clock), whlcb Fed to define the areas of deep shadow created by the mu&cle forms, i ttien added 
Tofloclion linos, doli noaiting the rotlocfod light so urce to th e arm's right side. For i ntemal ll^ingv I used 
some doitbled finowork to follow and accontuatc tho dramatic way in which the irregular nuisculatum 
catehee the light. The linowerk en skintight metal can have mero life and flair to ih but bo careful not 
to go too crazy and oblirerate the structure underneath. 

Figures G-l through tr4 illustrate varying degrees of shine. For a dull, unpolished look (f), 
shade only tho areas of deep shadowJeaving the reetunhlgldightod^ Asingte tiighlight line along the 
opposite edge of thoarm (2) gives it an instant soft polish. Number 3 is highly polished where every 
curve and irbdontatkin picks up shadow and light and reflects it back. I usually rosorvo a sparkling 
polish (4) for Dtherworldly or fresh^atf^the-'radi armor A couple of starbursts off the edges, and 
few small ovals of a reflected light sourccp make for super-sh min ess. 

Also of nofa hero Is itiat these arms are sheethed In handed lueral. By leaving a small gap in the 
shadingat the bottom of oach band, IVc accented tbe fact that all this metal is layered and pieced together. 


FIGU»£G 






METALMEN 

Metal as skin, for characters like 
Silver Surfer doesn’t prosont any 
new problems, except you need to 
CKpreas more of an overall 
fluidity. Taking an Isolation of the 
Surfer’s right arm (at right) and 
comparing It with the nri^vinnc 
seciton’sarms,you..in.., 
pretty similar except for a bit more 
delineation of the muscle 
structure of Surfer’s arm to make 
It feel tighter than fust a metal 
sheath. This effect can be pushed 
even further t® fho poinf where 
each iTiusde ts Its own bundle of 
motal—each shiny muscle 
distinctly separated tram the other 
by hard outlines (Golossits' metal 
fornt^ for etcamplo). This again 
demands a strong knowledge of 
the muscle structures involved. 



I 
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i 
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FIGURE H 


METALLIVES! 

Here are some quick techniques with 
drop-shadows that let your metal oKiet 
in real thrae-tllmensional space. 
Referring back to the previous 
examples, you eao see IVe been using 
tiiese tricks all along, 

Using War Machine's loft arm 
(Fifurv 1^, fVe shaded the kidividual 
compononrs (shoulder padj arm and 
gauntlet) as If they weren’t connected 
to each other Each part has its own 
shape, but as a wholo, ifs pretty flat. In 
FIgliinol, I Vomadoan effort to consider 
how each coinponotit affocts the othon 
The gauntlet casts a shadow across the 
forearm, as the shoulder pad docs across 
the biceps. Comparing the two, the whale 
illustration "pops'* out considerably more 
in FlgUroL 



HGUREI 



HALOS 

Leaving attiin margin ofwhtte^known asa halo) between 
the shading and the outline of the arm {Flgliro J) is the 
aimplo&t way to imply a rofloctivo eurfaco. The halos can 
be altered far dlffarenir effects. Increasing the deptli of 
the halo (r%ur«K) indicates a strong sceondaty light 
source. To Increase It to an extremaly bright seconitary 
light source, I removed any detail from the haloed area in 
Rfur« U, Save this one far special momonts. 


i I 

GET PHYSICAL 

"Wo havo such sedentary jobs and we work late hours, 
and physlcaily, it's really grinding.So go out and play sports;, 
exercise, run, jog, sometfiing. If youVe thinking of a career 
in comice, it lielpE to have that sense of competition you 
get playing sports."* -lilni 




Rust is surprisingly easy to dopiot Using a banded 
metal hose, I started by shading Its surface as "dull," 
just like I showed you hack In the *^arms" section. 
Then I just had fun mucking It up, starting with the 
hose fairly clean el one end and getting 
progressivoty worso as I worked my way to the other. 


GRUNGYMETAI. 
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amc? ^ ettiN^ 
0OTH THC^e 

^ eueiMENT^ TO y 

< M'hvwokk» 


LET Me 
e,WG vou AN 
eyAMPte. 


THE ISA to 
^HApe THE 
LeTTeciKK? I* 
. Oe^lCaKJ* V 


IN tKl-S ■ 
CAI^WN FEAR 

jokf (^TOf^ or 
PlI^AC'f on "VH E 
HteH 5eAS c?oM£ 
FOR drCp I 
oeneecATeL'^ 

C.HOSE. A 

CASLaN 

T'lpePAC^ 


r IT'S AN OLP- 
FA^HiOkJEO FACE 

\NI 7 H A 'SLIGHTLY 

MOTH-EAreM LOO<A 
Z TWOueHT \NOULO 
eMPHASIZe THE. 





mc<’V 
for iAe 

SWORD5 

OON^T 

peArtANCt 

oyeR- 

TiMe- 


„.AlU IN tHi 

-SArtAE Pjt^ui 

IN TH& 


" 1 ONOe L15TO THE ■ 
WORP vptSSsM^ 
ASOUNC? £FP&CTi A 
picTOKiAu euaM&wT, 
A NARRATwe 

ANC3 Twe 
TlTUe FOR TH& 

V STORV". J 


ArtlGHTV 

THOR,/ 



■ AMO TO SUe<j.e<T THS- 

■sw&fee^Teo S'* thb 

TTTLe iTseupsis. 


r APoeo aoc5u§l£ 

OLITLIK& AEtOUNP THE 
TiTLe, eoTH TO eM" 
TOLMW THE WOKO 5 , 


^TlTLe li^'T ^TWOTLt 

FFeoj; , 

JOHN WOR»WAN^OUI.O 
;5fHe CaLNSNHbOCfe^ ^ 

S'i LETteKlfsKis THESE- OATS, 
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E)ccePT thAtl 
iNCfTHlSiCa that 
| iS <bOHfJA 
i^1AKe A LOT OF 


OUT LST'^ ^ 
GET ITOVJM TO 

THt wurV 
AMD 


COOU/ HUH? 


Nlpl 
domt hS/ 

L TN«N<b 


A -50 ^ 

LCT'^ OO 
tfOMETNlHCa 
Aspur 


W05 

wx -soRr 

^ SOLI MO 
3UL0 tT 
/(AAl^e*? > 


them we 
WHAT'5 


TH»5 looks 
LIKE A fciDOP 
ONE. Sltif 
BOLD/ HAKO- 
. EOOED-. j 


oevjous. 

SQMeTl-I^Mt? 

LOUq-eiCSf. 
AND 0Oi^4 


^ 5^oRro^= 
^/ISUAL 
50UN0A 
T WOUU 

' iN^ irJ twe 

V FOfS&ST , 


RRRffRI'' 

5^M5 about 
^ R1<=MT 



F VOU'Re ^ 

\WOkOB?JMCri HOW 
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z a wce ^ 
CR^AtfeD A 
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USIMO LeiTeR 
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JWSPlf^D I 

g 'i THC I 

et otJ A ^ 

OF JAM-! 


0G$ioeS/r 

IC^^qpNT 
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... for FRessute-sew 51 ri ge A lphad^is AvAtt ablel 

TTPe^fc COt4TAlNtW<b HUWQRE05 BOTH CALUfcRAPKlC _ _ 
O F orFCRCNT ALPHASCTS- a AMO TYPQGRAPH IC 


THE TKICK 
X DON'T X use 

ReFe(?eNce/ 


IN OUR OULTURe,' 
THERE ARE 

alphabets 

teweRVr 


OF 


T ^IE KEPT RAC^^S WITH I 

coouLerregFORMs ON J 
■R-ewi that i tear out a 


=*^tT-i&Se AR6 TH*U PLASTIC SM6eTS PRINTS WlTH RUB- 
APFUieO TO ARTWORK. 


L eTT& 'RS THAT CpAKi B£ 
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COOL t*eTTC#tFCiRM-$ 
ARE OUT TMetre all 

you TO PINE? 

^ them 


PIOTLIRe 


K^P ^ 

AS tftAPORTAWT TO Tl^ 
\«AT TMB WHOLE WORO 

looks as the forms 

OP TMe LeTTeR5 ARe 

K. THeMsei-ve^^ > 


I USUALUV X 
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. eOGjE,.* / ■ 
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• FUNDAMENTALS OF 

STORYTELLING 

• STORYTaLING 

• LAYING OUT A PAGE 

• PANEL LAYOUT 

• DRAMATIC TENSION 

• PACING 




FUNDAM 

ENTAI 

1 C by JOE 

kubert 

OF STOR' 

FTELI 

O 


I! I'm Joe Kubert (or a roasonOibly caricatirrcd 
facsiiolie), and tliis U Tlie first In a sorlos of 
storytolltng artiolos thst 1 and other artists have 
been asked lo do for you, the IVfzerdreaders. Turning text 
into pictures may sound like an easy procedure^ but in fact, 
it is a difficult task. Somotimos, even daunting. Nevertheless, 
it’s the primary job of the professicnal cartoonist. Tailing a 


story in picture form v/itli clarity* impact, drama* humor and 
with a smooth flow of continuity is really what cartcenmg 
is all about. 

Pretty pictares ore nice to look at. Eye candy. Out if the 
pictures are complicated and difficult to discern, the story 
becomes elusive. And rf Hie story Is hard to read, the cartoonist 
fs not doing his job. 


SCRII>T 


Panel One- 

Description: Big panel. Long shot, A caveman enters a 
wild looking area filled with huge boulders 
and marsh/depressions* 

Man (thought): I HAVE NEVER SEEN THIS PLACE BEFORE. 

Panel Two- 

Dcscriptiom He's suddenly aware of a noise—a scream. 

He turns to look in the direction of the sound. 

Panel Three- 

Description: From behind a big rock, a woman comes 
running towards him. She is wild with 
fear, screaming. 

Woman: HELP,.* HELP ME P-PLEASE! 

Panel Four- 

Description: A giant robotic T. Rex monster charges into 
the scene. 

Panel Five- 

DescrJption: Close-up of T. Rex's head roaring/snarling, 


IF you PECipe TO 

vmit youi? OWN 

ArT£fi/V^ TO WJ?|Te 
ANP PRAW AT THE 
&AMB TiJ\^£. 
CONCElMTR^lTe ON 
yOLi?? WKmN(5 FIR^T. 
FINl^ THE V/RITIM{3 
BEFORE yOtJ 5T4RT 
TO PW. 


■rz 




CARTOONISTS CAHP PROS? 
FQN'T CARE TO WRITE. IF SO^ 
PRACTICE YOUR PRdWiNfS BY 
RE'POINS PU5I-JSHEC7 CaVMC 
BOOR STORfES AMP <^\VE 
THEM VOJJR OWN GRAPHIC 
INTERPRETATION. SO, USE 
THIS SCRIPT OR WR»TE 
YOLiR OWN, 




EveRV COMIC BOOK 
STRIP WITH 

A FIRST. THE 

STORY COR SCRIPT? 
■MAY BB ^UPPUSP BY 
A WRiTERf OR THE 
ARTIST AW WRITE HIS 
■OWN STORY IN EITHER 
CA^Ef CO^nES 

THE 3np^H 


J 


TWi3 IS WHAT 

A professional 

SCRIPT LOeWS LIRE. 
THE FIRST STEP IN 
THE PROCESS OF 
CONVERT IN6 WOROS 
INTO PfCTJJRES IS 
TO 


. ^ a&g# ' 
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^'Thuntbiiails*' describes Itie size af ths initial sii;BtGties done in preparation to 
doing the full-sized finishod drawings. This is whore you atari to traitsfotm 
words into thoughts and ideas, resulting in story graphIcs^ 


NO, I 

i^OATT mm 
THESE. 


YOU fmv /iCTUALLV 
C?ECIC?E TO 60 WrTH 
YOUK FIK5T THU^N^IL/ 
EUr YOU WIUU H4ve HAP 
THE ^CVANTh^SE of 
C aViRAjTlNe IT WITH 
CJTHEft Pt:?5SieiLlTlES 

^NP ^ELECTiNa eoop 

PARTS^ FRCWi 5EVERA- 
THU^N4JU£- 


Pi3fN6 SAWLL 
PKaWINS^ FIR^T 
HELPFUL IN 
VfSU4LlSlNa A 
CONCEPT MORB 

EA^ruv; 


PON^ ACCEPT 
THE F]RET 
NAIL YOU PO, TRY 
60m MORE. 


Start hy doiite your fvst drawings roughty. Leave outdetaHs. I know you're anxiaua 
to do some real finished drawings but it's too soon. You don’t want to put a lot 
of effon Into early drawings that you may want to change or oven eliminate. So 
do your initial sketches roughly, but with enough clarity to rccagnizo what you 
meant when you finish them later on. 


I 5U66&&T A 3H L£AP>^ 
FOR ROUSH5, THIE^ 6RAPH|TE 
15 ON THE HARP 5fPEf AMP 
5HCiJLP BB USEP WITH A 
LK5HT HANP. OTH5KWi5ei THE 
LEAP WILL TENP TC? PJtS INTO 
YOUK PAPER AMP PECCW'iE 
PIFFICULT TO ERA^E- 


FINJ5HEP PENCILS CAN ?£ 
PONE WITH A 5Lk5HTLy 
SOFTER LEAP? 2H, THIS 
WILL Ha-P Pl5TlN6a^ 
EETWEEN YOUK ROU5H5 AMP 
YOUR FINISHING PETAIL5. 


THE LETTERIHS 
NEEP NOT BE 
PONE IN PETAIUj 
BUT MERELY 
iNPICATEP 
ROurEHLV, 

50 THAT you 
KNOW THE 
APPROXIMATE 
SPACE THE text 
WILL COVER. 




<50 I uufiW 

to Vix) 

HI ruj^ 

1\_ J!Tr 


ASAIN^ PONT 
ATTEMPT TO 
FINISH THESE 
P1WJN65 WITH A 
GREAT PE^L OF 
PETAIL. JU5T 
HAVE FUN* 


MAKE 5CIME 
ROUSH SKETCHES 
OF the CHAIWC' 
TER5 you INTENP 
TO U5E IN /OUR 
5TOR/ 


Text is an integral part of designing a comic book page. Balloans and 
captions jnuafbo incorporated in the initiaf layouts, net as ar) afterthougNt, 
It makes Ufth sense to plan a panel compasitlon and then e&v&f half of 
the illustratiorr with a word balloon or sound effect. 














































































FUNDAMENTALSOFSTORYTELLING 




A comic book pagn nm^t have a transition fraiei panel to panoL As cartoonists, we attempt to give the intpression of 

movement despite tfio fact that we draw ''stiir pictures. To achieve the impression of movement, we must pian our pane Is with 
enough graphic iitfomiation for the reader to connect the in-between panels in their mind's evo. Anything that disrupts the 
flow (liho too groat a jump between panols, or not enough graphic information) disrupts the store's flow for the reader 
(Flgiira A). A disruptive flow slops the nnovement. 





SIZEVARIATIONS 


Variations of si^ss of objects and figures are OKtremciy 
important in creating movement. 





A qnrios of panols Containing figur OS of aimifar sixo wilt tend to stultify or deaden movemont and action Jt's iiko making a movio 
WITH a stationary camora. Little change in size means less mavenienr and truncated actinn. 


WJ?IEC? ^iZEa 
OF OBJECTS 
FIGURES CREATE 


TO AM £FF£CT 
SREAT FILrt^ AWKERS 
HAVE AC4IEVEP. 


PEPTH ANP 
SPACE ARE 

emmancep with 
VAR iei? 

PANEL CaV\P05k 
TiaNS SHOULP 
INVITE THE 
KEAFER TO ^TEP 
INTO THE STORY. 
TO BECOME FART 
OF THE Acrrc^w. 




\VS WHAT 
QOOP 

cAETooMiers 
CCfN^TANTLy 
TRy TO PO, 
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ANCLES 



^ F^F? APPBP rNTERE^-T 

TO PA^£L ILUU^TfWTlOH/ 
THE CAirrtOONJ^T MU&T 
UTlLJZe ANE? 

IHTO 

co/MPO^moNS* 


Sira]g4it-on drawings with lirile changieof shapes 
or angles may be used at times, but will become 
boring tf used too often. 



Acute angles and extreme pe rspectives arouse the 
roador s'Imagination, placing him into otherwise 
unattainable positrons and placos, Especially 
when tito drawing is done effectively. 



1- T 


^ '*AU Ova^BA^ lOHiS^HOr^ 

OP A C\ry^CAP£ CAN 
^3E^^E!^ATE A Of 

HBfiHT AMP ^PACBi ^KA<£ 
THE J?EAPEf? FEEL HE IS 
ACTUAL L.y FLriNtS, IT 
P1JLL5 THE REAPER 
iKiTO THE ^roRv:*' 

\__ J. 


.-r'^ ■" 




If the design aspect makes it difficult for the reader to focus on tho story intent, tbo artist has failed in his effort to 
communicate, and commmfcattoii is the rronro of 


Aii styles are subject to the aforementioiyed points, Acceptability of stylo is basod on quality. Tha oimplost cartoon style 
can qualify as a good form with which to tell a story. Good simple drawings are oftan more difficult to achieve than the 
more complex realistic illustrations, Yos, often ieaa is mare* 




BUT, CAKE 
tmS>r BE TAKEN 
THWT 
poe£- 

PETPWCT FI?avi 
L^iSf^JLjry: 


STORYTELLING 
























































































































ACSOODERASER 


Years agOi non-reproducing blue pencils were used by many pros as a tiine-eavingdevice. Since the biuolinoe 
did not photograph In the engraving process, it was unnecessary to erase the pencils (if only blue was used). 
Not having to erase after inking saved time, especially if the arti^ had 20 or 30 pages to erase. 

Today Eume artists use the btue pencil to do their prelimliiary rough layouts. They will then finish with 
black graphite. There are positives and negatives in this procedure. After inkingp your drawlrtgs n«ed to be 
erased. The ink tends to slide off the blue lines whort the poneile arc erased. Also, the originals don't look 
as sharp or as clean with the inclusion of the blue lines. 


USEARULER 


Very often* Ibe aspiring eartannist wilt rush work in 
anticipation of seeing the finiehed drawing. You do 
yoarseffA dittservicc if you dun't take time with your 
thumbnails, roughs, ahetching and oharaeter 
development. If you rush it, your work may become 
sloppy or lack proper fitilsli and details, it’s 
habit to fall into and can be costly in tenr 
personal gratIf!cation and ahlfity to get Jobs. 


FOR 

BEVA«AJ\OH. 

^UOPPY 

wii-u E'eriWT 

FROM yOUR 


ouAurry 


RULE yOUR ffOFf- 
PO 

THEM FRBEH4NI?. 
MAKE ^URB THE PMN- 
EL5 ARg 5<2U4RE CIF 
TriAr^ yOUR fNTEHT) 
ANP THE eORPER£ 
ARE FfNieHEP, 


A clean page signifies that the artist cares about his work. Smears 
and stains give the imprescion that he doesn't If you don't press too 
hard with your pencil, your eraser will do a goad Job of cleaning. 


RLUEPENCIL? 


I 



THI& BA3fC T^W/AfiS AK.T\CL^ |5 AN 
accumulation of E>CPeR]ENCE XVE 
iSATERe? OVBR THE PECAPS^ A& A 
PRQFEE^ICNAL CARTCONIST- THEy WORK 
FOR MB.-, AMP THEy^'LL WORK FOE YOU. 




-f'J ►fi.’ 
■j.■^.'5 

^, .-r 




WIZARD BEST OF BASIC TRAINING 






























































































CHAPTER SIX: PARTa 


STORYTELLING 


BY MIKE WIERINGO 


W hen I was a kid, oiieof Tlic things that artracred me tell the story. Get it? Story''felling Afi artist's storylel ling style 

to ooiTiic IBooks—besides the incredible avtiA/orkand can be as unique os a fingerprint. An artist's choice of Imw to 

comijelll ng, epic stories—was the way each artist h ad prase rit the story i s one of comics^ most important aapacts. Let's 

hie own way of conveying the nocessary information reeded to talli about some thingstolceep in mind when tel ling your srorles.,. 



IT’SABOUTTIIME... 

One of the many storytelling tools a eomic hook 
artist has is tho opportunity to pace a story any way 
he chooses. Stretching or comprossing a moment 
or soonc Is something an artist can do for 
Immediate impact to manipulate the way a page 
flows for his reader. This is unique to the comic 
book, You don^f need to rewind a tape or hit a react 
button on a video game; all a reader has to do is 
flick his eyas bach to the beginning of a scene to 
experience It alt over again. 

Here, IVe taken a simple actioiK a folia has a ball 
fall On hie head unexpectedly. It's a simplo scons to 
execute, but how it's presented can make that sample 
scone a bit mare complex. The panel where the ball 
actually hits this poor setinook ts the crux of the 
ecenc. But adding a cmiple of "beats" (like “heartbeats’') 
before and after panel three stretches out tho 
moment^ adding a bit of humor (PlfurQ A), A much 
more abbroviated vorsion (F|(Ur« B) goto the same 
info across, It Just rakes less tririe to toll. 
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SHOWWHAT? 

Every arrlsthas his own way of interpreting a scene. 
Suppose m have a plot where tlie writer insttuefs 
the following: "'Artist, give us a visual of our hero^ 
the Owl, grimly swinging out off a roof over the city. 
Do this however yen like—|ust astabilBh that he's in 
the city, it"s nlghh and he's just swung off the reef/' 
Now, some artists would lake this epportLinity to 
use the page fur a big, dramatic spfash, as I've done 
here In the example to tho left* It gola across 
everything the writer askod for, all In one big shot 
But thcro are a lot of other ways to tell this story. 


PRO TIPS 


HIT THE BOOKS 

'Toil should deltnitely take advantaga of your local 
library. Whenever I'm stuck fer a poriod or stylo, 
whether ft's castlos, English taverns or whafover, 1 
just look up v^iiat I nood and familiarize myself with 
different architectural whatnots.” '-Herhard, Corclius 


I, 





I'm from the "let's held the reader's 
hand and show etn everything" 
school of storytelling, so I've 
added the verlson to the right 
where we see four panels of the 
Owl actually winding up and 
toseing hie grappling hook to 
anolhor roof and then 
swinging off in panel five. It 
Isn't really necessary fur 
the reader to see this, but 
I'm a big fan of anfmailun 
(Disney and Japanese), 
and a presentatian like 
this reminds me mora of 
animation or storyboards 
for a movie. 
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OUTOFSIGHT 


BLOW- 

BY-BLOW 


Sornstimes^ however, whsRT you 
don^t show coin bt^ more 
effective, or have more impact, 
than actualiy showing an acriom 
This allows readers to achtovo 
■'closure,^ Ir other words. It lefs 
them fill in the information with 
their own minds. Sometimes 
leaving mors to the imagination 
can he a good thing. 

In the illustration to the right 
a hard-boriod dotecflvo-typo 
gives some big thug a knuckle 
sandwich. Vou can see the thug 
recoil from the punch—you can 
even malte out a little sprt or 
blood, looks hko it hurtef 


But what If WB dnn't show the Impact? Here you can soe 
our detective throwing hts punch* but we don't leally see 
Its effect hoy and seeing the thug's hand and some stare 
as he gets his clock cleaned. This lets us fill iu the Info. 
For all we know, tils noso is spewin' blood, his eyoballs 
are poppin' outta their scckets, his head's cornin’ 
completely eff„,wolf you get the Idea. 

In the example below, wo even apply a littte of tho 
pacing exorcise—stretching the moment while at 
the same timo leaving the violence largely unsoen. 
The two lugs come at each other—POWl—and the 
thug's flat on his back! 01' “Mike Hammer” there's 
got quite a punch! 



KEEPUP 

THEPACE 

Wellj unfortunately* it looks 
like Tm out of space. As far 
as atorytelling goes, this Is 
Just a microscopic fraction 
of what you should keep In 
mind. There's a reason Will 
Eisner wrote two books on 
the subject! Remember, 
build your own language'' as 
YOU learn the basiea. How, hit 
iho se drawing boards! 



7T ■ -T 
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CHAPTER SIX: PART 3 


LAYING OUT A PAGE 


BY NORM 
BREYFOGLE 



M ary paopEo may think of laying out a comic 
book page as the first step in doing coriIcSl 
N o sir! It'B actually tlic exact midpoint of 
creating comics, whore the story and the art first come 
together on the page. A good layoud* artist must be both 
visually artistic and literate. 

So, fet’s assume you or your brother's friends have 
cohhtod together a script. Lot’s also assume you've 
learned to draw. From life* From your imagjnatiDn, You've 


learned about light and shadow, anaromy, perspective 
and compositkin. Vbu've studied art history Boon there, 
done that? Whew! YouYe Impresstvei Now yoLi're ready 
to mix all of that together on the page in a layout 
All you'll noed for tools is white bond paper, light 
and dark drawing pencils (I personally us-ea SHfortho 
lighle r stuff an d an H8 fo r th e dorke r) an d a iioit-photc 
blue pencil. Oh, you need an eraser tno, unless, of 
course, you're Jack Kirby. 




PKIME/CAPTAIN AMERICA 

Jones/Captain Strazewaki _____ 

Submitted to Macchio December 7, 

PAGE ONE 

1. Establish Washiriglori DC at night (Washington Monument, etc), maybe 
with full moon. 

SCROLL CAPTION: Washington, DC. 

CAFTTONi Tlie hub of American government on at least TWO worlds 
in thfl muhiversK?. 

2. Medium shot: a silhouetted Captain America races toward the fence 
around the White House in deep sliadow. A beam of inoonUghl illuminates 
the star an his shield. (He’S outside the fence.) 

CAPTION: On THIS world, on THIS night, a HERO moves stealthily 

toward the White House.,. 

3. Cap starts to vault the fence. We see him clearly now. 

CAl^lTON: ...the greatest PATRIOT in his reality. 

CAPTION: Perhaps in ANY reality. 

4. As Cap is still at the lop of the fence, in the act of vaulting, tliere's an 
energy shimmer around him, wiping out the background. 

CAP,THOT: What--? I 



5. Cap drops down to the White House lawn, looking a little baffled. He 
shakes his head. 

CAPf THOT: Rett disoriented for a second—a htiie dizzy I 

CAP, THOT: Can't worry^ about that now. And I still have 


6. Small close-up: Cap startled by voice behind him. 
OP BURST: FRERZEf 


READINGIS 

FUNDAMENTAL 

Read as much as possible of the 
GimtjrG script or plot first. You never 
know when a later page or issue 
may oantradtet something you drow 
on an earlier page nr Issue. Call your 
writers or editors if you have any 
questions or if you find errors and 
contradiGtioriB* (For the plot and 
panel sequence, #1 is panel ono, 
#21 s pane I two, etc.) See tin sant- 
pie we'll be working on to the left. 

Also, make sure to gather 
references* If yeii’re drawing 
Washington, D.C., you'd botter not 
try to entirety fake the White 
House! The children's section of 
your local library is a great place 
to find photos and drawings of all 
kinds from around the world. 
Magazines and movies are another 
good source. 


I 


I 


PRO TIPS 

THESIZEOFIT 

PHOTO FINISH 

"Every character In Fv Machina Is based on someone real, wlio Vve sliot 
with my eamet'a, Mayor Hundred lives across the street, my wife plays 
Mitehuirs mother In flashbacks, my son plays young Mitchell, and Kremlin 
lives four doors down from me. When wc gel together to do the shoots, 1 
give the script out to each person, and ovoryone's reading their dialogue to 
get the facial expressions emoted properly" -Tany Hamls, EuMschiaa 


Decide what size you'll draw your layouts. 
Generally a smaller size saves tlrte by 
making it easier for oorreetians (rather 
than dirtying up the final art paper), and 
to see tho entire page design at a glance, 

1 draw my layouts at a size of 4" x 6" on 
regular wliite paper. 
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FIGURE A 


FIGURE B 


Pftivei. 4* -J' t 

p/^Aie u 5 ^ 


I’MREADVFORMY 

CLOSE-UPJMR^PIELBERG 


f 






KEEPYOUR 

THUMRNAILSCLEAN 


Hore’3 where all those years of stutiytii^ art start to come in handy. 
Still nsitig The BH pen ell, begin drawing the general gesfuros of the 
objects and figures in your panels where your ^VisnalizatiDn" of them 
is most Blear, 

You also have to sketch In captions and word balloons In blue 
pencil—The blue pencil prayents thorn from being confused with the 
drawing JInes. Copy (a k.a. iwords) should bo considored part of fhe 
page design, since it takes up space. This is vrhy I prefer working 
from a full script, as opposed fo the "Marvel method" of creating the 
plot first, then the art, than adding the dialogue last. That ruits The 
risk of having a large word balloon—which you didn^plan for—cover 
up Important art and destroy the overall page design. 


Now you're ready to concentrate on an individual page. Visualize the scene 
or scenes In your mind's eye and choose which elements re(|uire the 
greatest "'empbasis.'’ Start roughing in panel berdors with the 3H pencil by 
deciding how much of the page area youll be devotlngfo each panQl (see 
the thumbnoH to the left). Conorally, a larger panel indicates greater 
emphasis. How do you know which par els to emphasize? Well, you basically 
have artistic license to decide which panel should stand out the most. Panel 
3, teaturingCapf was tho most dramatic shot or the page, so I drew it big, 
making as much room as possiblo by shrinking the other panels (geo 
layout below). Don't worry* you'll probably have to go back and erase a 
number of other panels until you're happy with tho basic layout. 


Strive for readability on a page and in individiial 
panels. Read able sterytollmg is the mark of a good 
layout. Figure A shows the most readable paths for 
consocutivo word balloons and captions. Figyro 8 
shows the most readable paths for movement in 
tho art. Note that the art is more flexible in its range 
of readable paths Than tho copy (proso language is 
more formally structured than visual language), 
but a left-to-rigrit movemont is favored over right- 
to-left* because the story's inevitable end is always 
to the far ^right'" (i,o., the last page of the book). 
Plus your oyo Is Trained to move from loft to right 








PATH OF ART 
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TURNAROUND,REALCAREFUL-LIKE 


i 

I 

, Mako suro you always obsorva tho IBO-dagrso rtilo, as 
depleted below. In traiisHlon between panels^ don’t cross 
the ‘"axle of action" or you’ll got a confusing "flip-flop” 
affect If will look like all the action has suddenly 
I reversed its direction! 


For example, if you start your panel angle with Camera A 
(seen below), and swing counterclockwise to Camera B, you 
don’t want to continue over to Cemore C, If you cross over 
from Camera B to Camera C, you reverse the direction of 
action, halting any sort of flow In votir panel layout. 



\//£U/ FRom S 


I 

! 


STORYTELLIIKSRULES 


The trichiost part of laying out a page is actually deciding 
where to put everything. So, I recked my brain and cams up 
with a numbor ef storyfelling rules (besides the readability 
and ISO^dogroe once) that I soom to follow both consciously 
arKl subconsciously. 

• Establish tho ecensfirsti or at I oast early in the sequonoo, so 
readers have a sense of an environment and know where the 
action h taking pface. 

< Copy (lottering) Is part of design and must adhere to all 
starytolling rules. 

• With suporhsrosa/action-adventure; Draw as "big" and 
as “In your facB” as possible (largo figures^ exaggerated 
gosturos, foroshortoning, otc.). It's more oyo-catohlng 
and dynamtcl 

* Mako sure characters look and act "In character." Pay close 
attention to body language. A layout art let must be an actor 
tool (Not to insnrion set director clothing designer etc....) 

* Alter the script if it Improyos roadability* Just bo sure to got 
approval from your editor or the writer first! 


■ Use the right amount of panels por scone* Don’t overuse 
splashes or quick cuts (lumping from one scone to another, 
then another)—they lose their emotional effectiveness if 
used too often. You’ll discover your own rhythm or style as 
yuu gain axparierce on this paint. 

■ Use woird panoi ahopoe only if the script spoolfically 
calls for It (or you think tho story doos), and It doesn't 
decrease roadability, t took this liberty in the Fourth panel 
because the script montioned an energy shimmer that 
wiped out tho background. 

‘Bo aware of—and uso appropjfiatoly--otmilar and different 
"camera angle” soquencos for different psychological 
effects. Chock out the last panel m the page, whoro the 
closo-up "camera anglo" focuses the atranrloe on Cap's state 
of surprise. Again, you’ll develop your own rhythm In time, 

> Overlapping panels can create an lllusicn of more space on 
the page. In panel three, Cap's body overlaps other panels 
on tho page, holplrtg to "open up” tho entire page. 
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DETAILS, 

DETAILS,DETAILS 

Since v<3u’ve just gctten the main eicmants roughed in, 
this is the beat lime to make an jf changes to your i ay out 
design^ to better make It fit your knowledge (reference, 
oxporiorLco^ storytotimg ruloGj otc.). It’il be a tot hardor 
to change anything (and It'll cost you more time) after 
you've gene to the final art paper. At this stage, {ueeally 
put a lot of detail In with the darker HB pencil. Since I 
enlarge my thumbnails with an art projector right onto 
the finai art paper, this saves mo time and effort that'd 
otherwise be required after I've enlarged the picture. 
Most artists, howovor^ use thumbnails itiaroly as a guide 
and then actiiaUy draw their page on the final paper. 
Whatever you choo9o, tighten up your pencila and don't 
forget those details. 


I.-r3- 
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ALLLAIDOUT 


And Thore you have it Your finiehed piece on l r «17" 
BrJ^tuI board paper, Inked and everything. Now, there 
are many other ways to produce a layout that vary 
from my personal ntothod. Arguably, however, most of 
the storytelling rules, although fleKiblo, are pretty 
much iinlversaf. If you're an artist that cares about 
etorytolllng, the layout Is the most important stage in 
drawing good comics, riding as it dooe on the razor's 
adgo between writer and artist. A good layout artist 
is a good vlauall^cr, u good translator of prose language 
Into visual language, and a goad bridge between the 
sometimes canflbting expressions of literature and 
art. Oh, and fool froo to break most of theso "rules" 
once you'vn truly understood them! 

□ream big! 


Pionn Br9yfogte tiss penclf&d everyrhmg from DC's 
Batman to Dark Werso'^Tha Escapist, 
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CHAPTER SIX: PART 4 


PANEL LAYOUT 


BY TERRY DODSON 



■ ■ M Torry Dodson artist on such projects 
1 as Msrvcf Knights Spidor^Moiiit Troubht 
H H I H^rhy Quinti and GBucraficn X, Wizards 
askod mo to give you a loo&on on parol and page layout, 
so I decided to go with a character everyone's familiar 
with—good or Spider-Man, Laying out the panels of a 


comb page ban art ferm. but as with all the topics in Ifiis 
hook, with practice you'il got bottor and better. 

So, here we go. These are some of The steps \ 
tako whiie kying out on actual comic page panel by 
panel, and the reasons behind the choices I 
uitimotely have to make. 



4 ^' 




THESCRIPT 

Here's Mark Millar's full script to Msrvet 
Knigt fs Spider-Mnn #1, page 5. Ma rk does 
a great job of showJngeveryiblngThat needs 
to be shown. Plus, all the dialogue is there, 
so you can leave plenty of space for word 
balloons and use the balloons as design 
olomonts in ibo panols. 

TEMPLATES 

Here's the page template I've used for the 
Marvel Knights Spidor-Mansorioe (Figure 
A). Ifs a widescreerr, cinematic type of 
layout E first noticed being usod by Rob 
Haynes on Dsred^vit; Ninja and see 
monthly now in Bryan Hitch’a Uftim&fes. 
Mark roally wanted to toll a more mature, 
darker type nf stcry, and I felt this style 
of layout would work porfectfy. 

When you wanttu do an establishing 
shot, I like to use Fiffure 6* whoro tbo first 
partGl bleeds off the page. I ttimk this makes 
the reader immediately notice something 
different is up. Figure C is a variation 
where there are two small actions that 
don't require a full panel, or you have a big 
action or a. hero shot, or a combination ot 
both. After reading through the script. I 
SCO that it's clear that four panels of action 
will work tor this page, and so I switch to 
a pagotemplato somothinglike n^tireD, 




ttKy AuzzJing irilo 


Cut to oulsidc Ike alley vk ste the Goblin ninninf^ Into Sjpider'-Mar et 

tiD kourarul rbmrging; Him Lhroiig^ the stnel HS they bniti ri^ the Cto'blin 
Ciiitler fT^m Ike led to the li^ht of itic panel. Reactim from ctuiy-rivnLiitg 
aid Jolts fnjju iors that suddenly stop to let them both iilp pasi, in tins mid¬ 

air bntllc tfaflt'a laki ng plaoe Jusi a eoi^Ic of rruia 11^' gtaurrd 


CAPTION 


Ai^they btiiUiirg attheii mdit^r^ 

I heir wIvesT Are ihe>' luv. 
friend oftbe! Ikaiily dicsscd^ 


Ittipaci shot as Ihsy boUi liil a jMsiJiu on hiuJ Spidei 
wiiidslnBld, siiiishirnj H jhhj a [&.otEnuid tby pLccci^ 


CAPTtON 


Oris dial just ME'? 


Cut to «n iirtcriar and ihe- dlivHir covers Id'S aakmitlian liltlt; D-a^cnt&of the 
vfindsutefn stiftltet in (owardfihint, R&ally go femaism here. All the littEe deEflils awj 
what matter. Make tlij$ Eu to the real isurM nnd a pea] ts'oild cnvamnnicnt as yi 
perssitih' can- CuItjUis-iikciiild be nioud iliruughouL Uu^ wlidc ikw. tikervisc, p^aple I 
aliould be drciscd &[id twk aspeH;»|)k dnes^iind |4>i3kiii real Itfc. Kee^iht.: byriAnd^l 
y^ung ond ircady. Make eveiyoiio look like stud^nts- 


NO D1ALOGLIR 


Fflgc Five 


Cut ba4;k tg tte fdkjr as ilie Coblin zips actoss ihg pound lowiiiitbs ua lieio, Bi)ii^ttJtiK 
do^miikc aquancrl^gk OIL hia glider and ready to tokfido™ Oie’WKMKy, boidy 
tOnwiotU S^KlcT-Man he jceaia 1o be wiping, the flotw with. Spidey really looks an 
absalute meSS by this pgint. 


CAPTION 

GItEEN GOELIlSf 


FgTAfF&tdaaoraKcond, I u/ondcr 
do On Sunday 


BIG, DEEP SRKAIH, PAkK KR. 



biML ntn-umciax m ufmeuw*TiH«4.AiHi,Tt 






















































































PENCILING 

Once Tm Nappy with tlie thumbnailsj begin roughing In the page 
full qIzo. I compare the thumtirtailB to the aotuol pago making 
sure everything relates^ double^cheohlng for word 
balloon $paco, etc. A lot of pcrtcilcrs actuotly on largo thoir thumb¬ 
nails from the small size to full size and then trace them off, but 
I roally enjoy drawing fullatze and fryingto capture the essence 
of tho initial little drawings. 

Next. I start working on the first panel at the top of the page. 
You can start with the panel that CKcites you most; however^ 
working fop to bottom, left to right prevents smoaririig. I find rhe 
horizon line and all the perspective points in the panel, then draw 
in a perspective grid based on those points, with light blue pen¬ 
cil (Figure E). A kt of tiinos the grid helps solve drawing and 
compositional problems by joat having "eomothJng'' in the panoL 
After that, t rough In the figure in blue pencil (Figure F) before 
moving on to the final pencils (Flgurt G). In this sequence, a lot 
of the figure is unseen and goes into the other panel. Go ahead 
and draw right IntD that next panel. DonYguess; just [frawitnew 
and orase it later. 


THEDETAILS 

After I'm satisfied with construction of the drawing. I erase It 
with a gray kneaded craaor (which loaves the '‘ghost ’ of a draw¬ 
ing behind) and then draw In borders. The panel borders give 
me restricted space and limitations to draw inJ do the finer line 
work with an HD poncil. 

I then finish pendling, add blacks and background dEtads 
H), In ttiis particular paitol, I ended up changing the typical per¬ 
spective I had been using and used a ''curved" perspective on the 
background to really fed the power of the Goblin's glider. Also, I 
decided to-use mostly speedlinoeto efofinothe background instead 
of the actual building lines far the same purpose. 


THETHUMBNAILS 

I draw my Initial thumbnails as smalt as possible (2" MS'") 
in ordor to bo able to soo the whole thing at once. Also, by 
doing such small pencil drawings, I don't gat attached to 
them and am more able to alter the drawings later. 

Tho first panol is a medium shot shot at a slight 
up angle to feel the menace of tho Green Goblin. 1 
enlarge tho panel size since we need to sec goodcstab- 
Ifshments of both main characters for the next few 
pages. The second panel I thin down to expand the 
horizontal movement of the Goblin. Tho third panof is 
enlargad because so much mfurmaljon is needed to 
convoy, and wo got a cool shot of Spidey and Goblin 
with different s.ize figures to make the page look morB 
ifitctcstriig. Finally^ in the last panel I went inside tho 
car to really feel the Impact of Goblin and Spidey, 
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FI CURE G 
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THEFINALPAfiE 


Aftorl coftipleto tho first panel, I go ahoad andrapaaftho process 
tar the test of the page^. 

E/entually, weVo left with the final pei;cils ready for 1 he 
inks. No major chartges Irom my thumbnallBn Tho groat thing 
about thumbnails is If you makaall your mistakes at the small 
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size you don’t have to worry about It at the full The only 
thing loft Is tho good part^ tho drawing! 


Terr/ Dodson has faid the groundwork for a stotfar oaroor on 
Tides suefj as Marvel Knights SpIder^Man and Harlay Quinn. 
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CHAPTER SIX: PART S 


I 

DRAMATIC TENSION BY JIM CAUFIORE 


I 


FUTURETENSE 

Tension at Its simplest Is about antic I pari on! setting up & potential event in 
the mind ot the reader, and then matcingthein wait as leng as possible bofune 
gening to the actual event. The event is tho payoff, but the torsion \s in tho 
moments before. And that's where to cuncentraie en hooking the reader and 
reeling him in. 

Creating a tense situation is the wnier's task. Mine Is to make it last, even when, 
unfortunately, there's often only a single page to do that in; sometimes even less. 



Here are two estabilahirg shots. The first (niura A} : A sniper orouches, rifle 
with silencor at the ready, Tense, yos, and sotting a mood, but I want to got 
mare infarmation In to the sstabllahlng shot, ospectally if the length of the 
econo is a factor, 

The second shot (Rgura B) adds In Daradovit and Ben Urich, and giuee us 
some perspective an the situatien. But this single panel probably isn't going to 
carry all the tension we want to create. What we car do to turn it Into a econo? 


I 'mamanipulaiar, 

No, I doiVt mean that kind of manipulatioH, (tliough rny 
wife is nodding in enthusiastio agreement}; f manipulate 
the reader That's my job. That's tlie job of any sToryteller, writers 
and artists—to manipulatolhe roader into whatever cmoticnal state 
is necessary far a particular scene to have Impact. 




The best tool we manipulators have is pacing—how we 
lot the scene play out for the reader. WeVe in control of the 
etory^ and thus (hopefully) En control of the reader If we 
do our Job right, tho reader will folEow us and the story 
almost anywhere. If not, weVe lost and the reader Isn't going 
to kaop turning the pages. 















































THESHOWDOWN 

This first example is a duel scenariQ: Twogiutif^lBrs stand in the protagonist (Daredevil) is Gompletel/ aware of the antagonist 
itdddhofad^>scrtodstr(>et, (the Snipor) and his intentions. Darodovil sees the potantiaE 

wafting for either to make the ftrsirrywe. A ^hov^ijwn. event coming before the Snipor takes action; I want the reader 

This pacing Is a variation on that Simply put the to stay in that moment, to live it as long as possible. Anticipation. 



K 


Theinoment is only a split second in this case. I need to extend As you can see« t'm not using the term "showdown" literally 
tho moment artificially. In a film, the director accomplinhosthic since ttiie isn't a duel. Tm using it to refer to a scenario whore 
by using slow morkm, hutweeanh do that In aeormc book since two or more characters are aware of each other and the 
wo^rc deal rng with static images. The salutitHi is to stretch tin e potonti a I event at th o s am o ti mo, 
out by adding panels, small insets of various details. 



ft* 


WIZARD BEST OF BASIC TRAINING 







































































































CAUSEANDEFFECT _ 

In tho next example. I've situated ihe tension m Itie tnomanr to savB her before The fraftt ^fices her ittto three, easy-to- 
between the potemtal event and the actfan causing it. Cause ami carry pieces? 

effect: The dastardly viUaIn has tied The helphss girl To the Hera, the Sniper fires Immediately. Will DD be able te aave 

tracks fn front of an oncoming hcomotJve: wftl our hero be able his ta rget, Ben U rich? 
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I? 

!<j 
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In bath these first two examples, Tm telescoping time, making litile harder wlilchl^s found helps to stneich time, (The 
tho Instant I've choseii last longer than real time by adding ups of dotaila have a similar effect,) 

panels. To the reader, often subconsciously, panels equal time. In panel eight, IV 0 added hTformation: Urich Cbosn't know ho'e 

More panels, more time. about to lose soma gray matter Adding visual InfcmialiDn during 

Also note that In both Tve used a somewhat unconvonhonai the twso moments fe a @khJ idea, but yim have laJw careful 
panel alignment. It slows the oyo down, making the reader vrork a especially if ITs not pertfnem to the tension, can diffuse rt. 


STORYTELLING 


157 













































































































































THEUNKNOWN 

Hera, IVtj gans hack to the establishing shot for a different watched'* fccL Intact, wo are tbaSriipor. Also, I've loft the taiijat up 
aspoct of tbo tonsior : Tho proiagoni st has absolutaly no Ir the air, focusing an Daredevil, naTsetHingon Urich until the last 
kn owl edge of the antagon let’s hite nded act! on, (We’ re the onl y "gun-sight" panels. UncoitaJnty always adds spico to a tension stow, 
ones av/are of the potential event,) In cases lihe this whero there s no nood to distort time. I can 

i've not really added any newlntormatf on. hut kept itie point of play cut the tension as loo gas I want, but again It's tricky. Too 
view from tho Sniper, using the guti-si^fptviEjis to retain a'‘being long could dtesipato tho tonsion. 



AS A LAST EXAMPLE i offer a suggestion: Watch “TheGccidp the Bod and the Ugly,’’specifically the final showdown, and see 
h 0 w to ng the director stratches thn lensto n before anyone fires thei r gii n, Watch the scene, and th I nk a bo ut how each shot is fairly | 
static. He's using “panels ' to extend the mainert, the articipsitioit, 

Anticipation. That's what it’s all about. 25^ 



WIZARD BEST OF BASIC TRAINING 






























































































































































CHAPTER SIX: PART 6 


PACING 


BY JIM CAUFIORE 


H ey, JJiti Calafiore here. In previous columnSp Tve briefly 
montioned the importance of mood, but now let's 
examine ita Ifrile more closely. 

What woVe looking at this time is how to set up a mood in the 
first page of a scene (If you haven't done it iit the first page...well, 


you're in troublo). Thore are several important components to titis^ 
liieniera angle and lightlrtg being two, but what I find most important 
is pacing, How is the page laid out? How is the situation presented Id 



on the script, a good deal of this could be left up to you, the artist. 


-jZt ■ ^ 5 


CHECKTHESCRIPT 


A very Tight script, broken down page by pago, panel by panel 
and with camera angles spoctfiBd, dofermlnos the pacing 
already. In that case, the writer does this work for you. On 
tho other hand, loose plots leavo a lot up to the artist. So lot’s 
assume that’s what we re working with, Here's the scenario: 

"Tho HULK knools on tho ground, cradling the bloodied 


body of BETTY, surrounded toy several of his most foarsome 
foes (ABOMlNATiCM, RHINO, WENDIGO and JUGGERNAUT). 
BETTY'S blood stains the ground around them. HUiK's head 
hangs down as bespeaks softly to BETTY; tears roll from his 
eyes. Finally, he raises his head In angulahed rage tov^ards 
his enemies." 



SURROUNDED 


One of the keys in pacing and mood is the establishing shot and how ft's used. Generally, every 
scans needs one (see one of my othor losaona, "Settings," on page 123), but every scene 
doesn’t use the establishing shot in the same way. Hero's ours. As you can sao, It hac all tho 
basic Infonmatron necoscary to sot the scene. Now what do we do with it? 
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SMASH' 0 ^? 





ii 


Thia first oxamplD a conventional approach. The 
esrahh&hing shot Is the first panek giving the reader just 
ahautafl the visual information he needs when ho enters the 
pago, It's a quick start for the scene, and gets the reader right 
into It. 1 consider this a ^'sinash cut" niothod of setting the 


mood and pace, with the Information "up frani'^ for clarity. 
Tito drawback hero is that it doesn’t involve the roodor a groat 
deal. Beyond the visual itsetkthe pacing daesn’t '^comper him 
Into the scene since it’s all right there. This puts a lot of 
prossurc on the diaieguo to roinforco the mood, 
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YOtru’EASE 


In tills n«xt I open with a series of tight, Isolated 

Images, followed by the establishing slioL The extreme close- 
up panels aren't designed to givo tho reader any concrete 
visual facts about the scene; their sole Intent Is to gilve 
emotional infermation^ I'm sotting tho mood before the 
situation.Mor at (oast some of it, I'm teasing the reader a bit, 
inviting him in with a little mystery while supplying definite 
signs—tho bloody hand, tho toery oyo, etc. (I cKoeo to go with 


several Inset panels here, but a single isolated Imago works 
just as well sonietimes.) Then, as I fut the reader with tha full 
scene, tlio overall impact is stronger 

This techniqiue works with a variety of scenarios. For a 
party, tho closo-up panels might be of happy faces, balloons, 
confetti, ebampagne glasses, whatever, to set up a mood of 
celebration. In a somber moment for a character, I might 
Isolate personal items Iti the room before the establishing shot. 
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SURPRISESHOT 


In this Bxampte, iVa tak&n a very different approach tc tho 
pacing by having the cstablisltlng shat come at The end, giving nn 
hint of the surrounding villains in any of tho panole loading up to 
it. This padng seta up a revelation of mood. The first panel says, 
"This doesn't looh good," The roJ^t throe say. "This is bad," The 
last panel says, "Oh, hoyl This Is really had/ 
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You probably noticed that in all three eotamples, I ba$icalfy 
used the same shots, This shows how by simply moving them 
around 1 oan oroato throe diotinct variations of mood. ThaYs the 
effect C3f pacing Think about what you're conveying with your 
art beyond strictly the visual information: Pin-up shots are great, 
but a fioene should have a mood. 
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GROUP SHOTS 


BY GEORGE PEREZ 



class! Whan lVf 2 ai-^asked mo to Itost ona of 
thoso “Ba^b Training'' aribles, I was told 
tfioy had me spccHicaly in mind for this lesson. 
After 30 years In This business, 1 knew whar that meant 
For belter or worse, my main claim to fame Is drawing 



greup books, Seldom happy with Jits! getting a half-dozen 
characters on a page, I'm the type wlio likes to get as 
many as ho can elbcwltig for attenticit. Some say Tm 
crazy, others say I'itii insane. And they’re all correct. Now 
it's ftme for me te pass that inaanity on to you. 


ACASTOFTHOUSANDS 


Actually, It's only £5, Before I start laying tmf a group shot. I make a list cf the 
characters Tm going to uscp so t can then check them off ao I draw them. The 
characters are usually dotormined hy the script, so picking and choaslng is generally 
not an option, However, since I'm well known for my work o-n A]reng&rs {unabashed 
eelf-premotion here!), the guys at figured Eerih's Mightiest Ketoes 

would do nicely. Thus, tiie caat is sen 

t. Beast 
Z Black Knight 
(on winged horse) 

3. Stack Panther 

4. Black Widow 
9. Captain America 
6. Crystal 

7 Falcon (with Redwing) 

8. Gianr-hAan 

9. Hawkeye 
lOi HerculoB 

11. Hulk 

12. Iron Man 

13. Machine Man 

14. Magdalene 
I5 p Photon 

16. Quicksilver 

17. Rage 

10. Sandman 

19. Sorsi 

20. Scarlet Witch 

21. She Hulk 

22. Stingray 

23. Thor 

24. Vision 

25. Wasp 


GROUP 

DYNAMICS 

First off. jtist as there's no one way to draw a 
character, there are many ways of drawing a 
larga group (not counting covers^ which is a 
whole other ball game). Most of the time, that 
decisian is dictated by the script, In my career 
FVe fan rid that group shots fall into three 
major categories: 


THE GATHEgiING 

In Figura A, the characters are usually in 
some large room, either talking to each other 
a r rc act! ng to their su rroundi ng$. (For the eahe 
of this article, Titi skipping backgrounds 
a I together.) A major dUforonce with this, type 
of layout compared to the others is you have 
the option of turning characters away from 
the reader, trt tho case of charaotcre wifh 
capes, that's a way to avoid drawing all the 
detail on a choractor or two. dust ho aware of 
the comparative sizes of the oharacterc. 

THE PORTRAIT 

Usually requestedfora apEash page, thia style 
shows the characters standing in appropriate 
postures as they laok directly at the reader 
(FlffUro B), Seraiotimoo thic portrait consisfe 
merely of head shuts. The layout I've drawn 
here Is somewhere in between, 
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OMhtfQ fUTO. kl HUES* 
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FIGURE C 


MEFHODTO 

THEMADNESS 


Unfortuit^toly, thori>'£ nn way give oqual time tci everyone irt a 
group sliQt—somebody's gott9 man the rear. This creates a sense 
of deplh and perspactivoi which ie very useful If yoit deddo not to 
use bactigraiinds. Choosing which characiers will be in frorkt Is 
an artistic decision, which is dfetafod by who the charactore are, 
whstthay da arid how they do it. In choosing who win be ornphfisired, 
several cans id B ration 3 need to be madOi 


STARPOWER 


Charaefor poahioning is often based on the popularity of cortain 
charactere, or their premiiteTice within the group. For cxainple, 
few wiil argue Captain America's right te load an Avengers 
charge. However, that doesn't necoBsarily mean Cap wili be the 
absolute frcnf-tncsf Avongor, 


advanced 


THE ACTION SHOT 

Figure C hae got suporlioroos doing what 
they do best! They could be charging at the 
reader, ready for battlG} whiic some use their 
powers to Indicate that an eaemiy s just out ef 
page range. Thsy ceutd be running at the 
reader I n the sama direction, or be i n the midst 
of battle with eneinEcs aJI around Far the sake 
of this losse n (an d sin go drawing two groups 
battling is a bh* much tor now), wel I cxincsfiTTale 
on the '^Elattlo Charge" because It utMizes 
many elements common to ail the group shots. 


Since we read from left to right, there's a 
sort of bias ihatestabEishes the right as the 
direction of advancement. Having the 
characters running toward the left seams 
to imply ratreat-^unlass you'^ve already 
established that's where tba inonace is 
located. Wlille tho characters are running 
atraigiit at the reader. I can sliil direct them 
slightly to the right through small turns in 
their bodies and heads. 



























































As I said aarller» ^ize rdatbn&hiip^ should always k«pt hi mind. 
Usually, larger characr«r$ ave pushad farther back, whtln smallor 
ones are in tho forGgniLJiid. Kowever, mahe sure that relatidnships 
romain clear. Let's take the tw& size extremes^ €llent-Man and 
the Wasp. Notice hew Glanf-Man, Iron Man, Scarlet Witch and 
tho Wasp would look standing on the aama iiorl^en line, but 
withaV t a ny pars p aetJ vc lines or backgroun d s to j nd ieate how 
far fhey are from oach oilier. Withotil that scale, Qiant-MEui 
and Iron Man seam tc be the samo height, witilo the Wasp 
appears as tail as the Scarlet Witch. Therv add perspective 
linos, andtho illusion's exposed, ff wc drew Giant-Man tailor 
in the first piaoo. though, thoro'd be no suoti ilJiisien. So, to 
marntaHi Giant-Man's souse of hoEght, always draw hint bigger 
than any other character, regardless of whore he ie In the picture. 
Cenversoly. overtappEng tlio liny Wasp In front of any larger 
foreground oharactor fully ostabliehas how tiny oho is. 


OVERLORD 


Speaking or ciyerlapplng. try not 
to havo characters butting 
elbows with each other, sines 
that might fool the reader info 
thinking they’re standing side 
by ^ide. rather thian on difforent 
pianos ef depth (Fl^lta D). 
Overlapping definitely salvos 
the problem of who's In 
front of whom. ^ 




FREQUENT 


Since we've goto vertical space toflil, 
we should dooido wtifeh guys and gals 
arc on the top and who's on the bottom, 
(Gat yor minds cutta the gutter, class.) 
The top IS easy^ To he in the sky, ya gotta 
fly—although leaping charaotorc Itko 
tlic Hulk and the Beast also fit in This 
catogcry. Flying characters arousofLil, 
since They can be drawn In deep 
perspective, 30 oil you realty need to 
draw is the cbaracfor's upper body. This 
can save puito a bit of space. 


ns 
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The Idwer half of Ihe pa£e is 
usually whara tho nan-flying 
members are retegared. 

Primarily, tficy'rc runners, but 
all runners aren't created equal— 
no two ctiaractors should run 
exactly the same way (flpM 
E), Speedsters lll<e Oluicksilver 
would seldom bo at the rear of a 
diargo, altficngh wo have to slow 
him down so Kd doosift run out 
of ttw frame. 

And iwt everyone * " ^ 
needs to run. Some ( 
characters work v/ 
betfoT posing, like 
Hawkeye and 
Crystal pictureil at 
right. It adds variety to ^ V 
tho shot and draws the 
raador to thoir area of Jt / 
the page. 


Tlioit there are those characters who con have 
II both ways. Characters with expansive 
ablhties, like Machine Mar^. could actually be 
in many places at once just by stretching out 
their bodies and limbs over various pdnis of 
. the illustration. (Chock out tho finished 
pieceonpage IBBtosee whatl maait.) 

Gim micks like this bring a sense of 
da^igriandunltyfoagroijjjshDt. 


FIGUPEE 


k 


i 



&e careful to keep charactors clear Drawing two black-suited 
cha rectors ovorlappirtg each other makes It bard to 
tell where one ends and the other begins, tf you're 
not sure who will be inkirtg the piece, you may be 
asking for iraublc. Either avoid the problem, or 
H make it easior by throwing some highlights oii 
tho outlinos ef tho cotifllcting charaotors 
iBi I've done In the example tD the far left). 

And sinoo woVe drawing in black 
and white, penedersoften fail 
to cobras effect 

OFiagrexip shotThartkE 
/ / \ tn modern coluring 

( techniquos, placing 

/ characters with the 

same ooiored costumes fogathar is 
much loss of a worry. (Although, for 
the sake of balance, try to avoid 
having oil your rod guys in one place 
and all your blues in an a I her.) 



^ V ^ 
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AVENCERS 

ASSEMBLED 


On Hie finished pi^co at T^ft, you can see 
many the principles I cl tlined earlier 
HoweverrWith se many characters deing 
so many things^ even an old pro like 
myself still makes miatakefi* The 
important thing is to koep Hie piece 
interesting and dynamic. For that to 
work^ so fti posing a group shot s hould he 
an organic process, with the piclure 
changing as you go along to tako care 
of problems you didn't consider in your 
original thumbnail shotch Some examples: 

a) I moved Cap's shield closer into his 
body and made him run straight toward 
the reader (a change from tfie o rigiiial 
I mego). This allowed more of She- Hul h 
to be seen. 

b) 1 changed SanttmaiVsleft hand to a fist 
because fho open hand lochod too much 
like the Hulk's. I also "pulverized" 
Sandman's oftierband (botlofti leff) so 
as nstte distmetfrom the Scarlet WHch- 

c) I changed Hawkeye'^s bow tea vertical 
poslilonso I wouldn't block off Crystal 

4) I added a stinger blast effect For the 
Wasp to throw something at itie reader. 
A blast from a larger characlor would 
obscure too much of tho drawing. 

o) 1 romovod tho energy effects on 
Iron Man's fists so Ibaf Giant"Man's 
face is clear. 

f) 1 ohangod tho Falcon's posture so it 
wouldnTIciok the same as that of tha 
Vision and Stingray. 

g} I added Rodwir^ (tho Falcon's falcon) 
heoausc I didn't know where I'd put 
him until the drawing was finished. 

hi) I changed Black w so that she ceuld 

be holding on to Machine Man's arm, 

0 Because of the fm inense amoLint of space 
Hi c Black Knight and his wingod heroo 
waild take, ho had m be put far into the 
roar. Mow beioohs about the seme size 
as the Wasp, but all tho ovorlapping of 
characters keeps the sizs ratio clear. 

D In the "'peekaboo* spots, areas where 
I'm basically Just trying to fit parts et 
characTere in when there's no room 
for full figure s, t try to jbo eharactofc 
who can be IdantifiEd even without 
their full costumes being revealed. In 
the case of Sersi; I usod her glowing 
oyesto easily Identify tier 



WELL, there you have it. Those are just a few notes on haw I do group shots—your 
mileage may vary, Tliere is one thing I didn't mention yet, however. As I said, Wrzard only j 
naked m o to put togetlicr a prlmor on drawing o group shot, not A group cover. 1 m agino havirig 
to do this— and leaving room for ftie logo and UPC box? Tlifi padded room awaits! | 

Geor&i amazingabiifty to spotfigtitaftour favotito characters on a page at once can 

te seen in blockbtiSter titles suci] as Avengers end DC's The Mew Teen Titans, 
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those mi&takea and correcting them is the bestvt^y to learn artd 
Improve j^aur drawing. 

The suggestions that I make in these articles are based on the 
artwork of thousands of aspiring cartoonists that Vvtt critiqued 
mniiy have goneen to beeomG successful professional 
cartoonistSp graduates from tho Joe Kubert School of Cartoon and 
Graphic Art, Inc. and my series of correspondence courses. 


i 


IN THJ5 Tm 

GOINt5 TO SHOW VOU HOW 
TO ^NAfe4crG/^&. 

THINK OF yOLPf^LF A 
K\0'J\E OIRECTOJ? CAsStlNS 
ACXOlfi.^ TO PLAY 
epeCiFiC f^OLB&r 




0/ PR4V/JIMG THBW^ >X?4^ 
CAN CRSATE THE ACTCK^. 
you TELL TH^M TO 
-AKP- -TO EJfHfSIT THE 
CORftHCT EXf^J^^S£/OA/S^ 
at TK0 PfJtSNT TliV.E. 


>=1 


RJ?£-T, GET TO KNOW 
^AS/C 

P/i^£/PE PPOPOPnOAYB. 

WPOrtAMTf ^JT TOO 
A^LfCH 

IPJETGPTEP. 

r : 

IF THAT HAPPEN^,- YOUR 
CHAF?ACTER VdLL NOT 
SEFIW CREPIBLF. IP THE 
REAPER POeSNT BELIEVE 
THE CHARACTER 
THE ^TORY^^ EFFECT IVE- 
HEBS WILL BE 


''MANY ARTI6T$ HAV^ 
THEIR OWN SVSTE/IA FOff 
FIGURE pROPOf?TlON5'. 

THEY MAY VARY A 
LITTLE, BUT CUSltALLY) 
NOT TOO MUCH I TM|S^ 
10 THE WAY jr ROUGH 
OUT tAV FIGURES." 


CHAPTER 


CREATING CHARACTERS 


BY JOE KUBERT 


I hope irou've been pracricing since our last session. Don't 
forget—your rate of improvement is in direct ratio to the ampunt 
of time you spend drawing. The more you draw, the more you 
wil I irtiprovG. It's like physicat exercise, tf you do a tittle every day the 
effectiveness is much mote positivo than if you do it only one day 
every two weeks. And after two weeks, ft's like starting all over again. 
Oo/t’f bo afraid to niettc mistakes. Making mistakes, recognizing 
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-4N ^RTI5T fC-R 
CaSTCONieTJ 
rtALf^T KEEF Hl^ 
EVB& ope^. Mor 
O^JLy TO LOOK, 
SUT TO 


Notice liow an o/i:/man rises Irom achalr.Cliiltodlffcreiir fmvn the wa/ 
a atertds up—or walks. An old men may bo ynstcndy on his 

foflt, while ayounger man may walk with little elfort. Theso mok^ements 
reflect each Individual's physical and a inuti on at characteristics^ 


SKETCHBOOK 


Koop o skatchhoek with you at ail times. It youYo in a park, 
make quick sketches of children at play. Watch the older kids 
playing hall. Analyze their movomenis. How do ilieir actions 
differ f rom reeitagars or adults? Make mere sketches. They 


donY have to bo complete. Just sketch a few lines to show the 
flow of action and balance. Their body movements wfll toll 
you a tot about them, and yen can Incorporate your sketches 
into the characters that you create. 
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The character ycu design should phy^lc^ity reflect The about this character? How should ho look? Analyio your 
i^iQraoteristics wHh which you ha/o oralQwed him.Tho character''3 cl^arader.Give him a history—a Ife Vbur drawingstiould boa graphic 
atirivde shouid also be dearly ddireated. Ash yourseffi what do I know doscription ce ntalning as mui:^ f nformarion as a writtcrt Uogy^hy. 



I. The hsrois clean cut, dear- 
oyod and square-jawed, with 
a thick head of hair 


3 . The oversized twrsor hero 
lias a duck nock« hesArily fwovvod 
brow an d unkempt haJr. 


4. The detectivft may 
look a bit dissipated 
due to his profession. 


WHOSEBOmrSELONGSTOWHO? 


^ THE ^ f 

&HDULP 1 1 

IF THE CHARACTER'^ ^ 

POPy MAICF. 

3E IN Keg PINS _THE HEAR^ IT WILL CRgATE 

WITH HIB HEAP \ \ 

AWP FEATURED, J 

THE APKeARANCE OF 

UNCaRlAlMTV: 

___ ^ 


THINK OF ytXJR 
CNAIWCTER A6 A 

THEK, THE 
ReAPER WILL ALBO 
BgLievE THflT you? 
CHAFWCTER REALh 
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Z* The robot/chero is 
Gssontially expressionless. 
























































































WOMEN 


VILLAINS 


Many malD eiudanio have told mo that they tind it rrorc 
difficuir Todraw womeii. Converscty, femalo students generally 
fird it more difficult to draw men, The rcaaon Is obvious. 
Women tend to draw woman and men tend to draw men. This, 
hnwflver, does not lesson the need for the cartoonist to he 
able to draw anything^r\ti ov&rything 



Women are as important as 
their mala counterparts in the 
world of comic strl p art. SeMial 
distortion9 may titillate, but it 
also diminishes crediblllty- 


A female may play the rote of villain as offectivoly as a 
male. She may be as powerful physically, but she should still 
maintam a high degree of feniininity. 



handsome—with a 
dangerous look. 


AN neLV VIUWIN W5T 
5TIUU ee iA Ci?NVlNCINS ONE. 
you;? CHdR^CTERS 5HOULP 
B5 60 Pr^TWtSUISHABLE THAT 
THey CAN Be F?ec^?^SNlZep 
eveu IP THGiR fAce6 ake n 
KlPPEN* BOpy LAMSUAtSe 3^ 

A PDRM OP PT-iVSfCAL AHP 
e/nOTJC?NAL IPBNTIFICATICJN- 


MEASURER AiSAIN^T 
TH£ PCWBR6 Of A 
VIULAIM- THE jViORE 
EVIL OR POWERFUL 
THE VJLLAiNf THE 
<3REATER THE HEF?0'=& 
ACCCWFLl&H.V^ewT 
IM VANj^lHriSHINcS 
A UBf\/\E 6 \ 6 * 


A Villain’s 
ai^toniy can 
rofloot super 
PKJWers... 


.. hut If OTcdy eKaEget^ted 
hecanloeh silty. 


V. 




ADVANCED 


















































No matter lKiwwc)[ you think you kn»wyoiircfiarBct&r,TtK!i^ is too tong or too short. Eyee; too lorgdortoosmaH.A moults too wido 

ateniinrcy to add or subtract or changlB little nuaucQS. A nose; a bit nr too naimw. A hgure; too short ortcc tall, toe thin or tuc fat. 




^ IF' YOU REFER 
ro YOUR 

SHEET IT WJLU 
/WIMfA'ilZE THE 
POSSlBrLlTV Of 
INADVERTENT 
CHANGES. 


PEIW^NS'IWTE 
THE VARJ(?US 
ANGLES Of 
YOUK CHARACTER 
FEATURING KIS 
HEAD, FACE 
AMP BOPV: 

_ 


i.N <:5KPEK FC?K 
you JO rtWiKTAiN 
A CLEAR ANP 
CONSrSTEMT 
IMAGE OF yOUR 
CHARACTER^ PO 
A cMA^zA<:rr&^ 

V__ _ 


Facial oxprossions must rofloctyour charactor's omotional intont 
Does ho smile or sneer? Is ho aitgry or IFght-heaited? The facade 
tolls you {and tho raador) of the charactor's Inner workings. 
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CHAPTER SEVE 


MONSTERS 


BY DOUG MAHNKE 



W hen 1 fii^t began to draw at the ripe o!d 
3gc of 2, morstcrs were on my AHist, Day 
and night I poncitod out nTmdED^& boasts 
In crude fashion. At roughly age 5 my grandmother 
askod mo to draw eomothlifg nice. The bast I could do 
was a face filled with ladyhugs. h/lany ef rny teachers 


BODYSHOP 



wore consuiued, stomped or guttod by monsters on the 
baehs of homework assignments,. 

Daslcatly monsters were a big part of my childhood, 
so I fool hinria qualified 1o teach a thing or two about 
drawing thorn. Semetimos the mind just needs a hilic 
spark to get going. So let the horror-fost begin... 


Monsters come in an endless variety of sliapos and sizes, 
limited only by your sick, twisted imagitiatian. To simplify 
things, let's concentrate on humanoid monsters—those 
which resemble us somewhat as ojiposed to sorre quivering, 
globulous mass slithering up From the bounds of Hell, 
(Although that's a lot of fun to draw, fog!) 

To start, lot's imaglno a few templates—monsters most of 
ue aro familiar with. From left to right, they include the in¬ 
formed hunchback, the rottingzambie, tho mindloss brufo and 


the winged devil. Toss in a snake and a spider for good measure, 
A closer look at our hunchback reveals a simple yet 
effective approach to any monster; a lack of symmetry or 
alignment of body parts. The arms and legs are mismatched 
and the head's at an odd angle. Imagine that any movement 
causes pain. As for the others, the zombie’s moio bones than 
muecio, the brute h muscle on muscle (note haw his knees 
buckle Inward and his torso rolls in upoi ilself), and the 
dovli's juat real sneaky-loo king as he tiptoes an his goat legs. 



ADVANCED 
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NKMiSTER 

MONSTERCOIMBOS 


GETTINGHANInr 


Here's the fuir part. I Vs made some simple amalgams based on our 
previous group and oomo up AfVith Itiroo new monsters, When aroating 
freakish creatures* it can be as simple as stitching Unmatched parts 
tDgethEn Look closely to see exactly what I used. Notice how the 
snake end spider (at a much larger size) wore incorporated. 

Now, some cumbinaTlons may not work as well as others. 
Putting large devil wings on our little hunchback, or just two 
little spindly arms on our brute, wouldn't exactly create a 
more frightenmg imagsL On the other hand* having the snake 
coiled about the xombio while the spider crawled out of his 
mouth would most certainty work. Just keep practicing and 
yeu’M soon learn what works and what doesn't. Basioallyi 
show your tnont; If she screams,, It works. 


When kiokiiig for inspiratian, the animal world offers 
OJ^&ollapf cpportunilios. Thoao hands are based on 
what should be ohvlous: ttie tiilcn of a raptor,* the hand 
of an ape and the claw of a crab. And they're all suiiable 
for nionster use. Talons ore actually my favorite for 
monster use since they're seriously adapted to 
gl^sping soft flesh lightly (ugh) tearing humaits ta 

piacos. The hands of lizards ate also great, as are 
octopus tentacles* with their suckers and merciless 
grasp. Wharr adding animal parts to human tor n, 
however, you have to decide: How much will make a 
monetorefthoman, orabit of a man out of a monitor? 
In other words* do you want your creature looking more 
like a human or an animat? 


MACHINEMAN 

Machines can provide exeellont inspiration for monster design. A 
mingling of flesh with everyday household tools and gadgetry can be 
frightoring. Traditional horror movio props ouch as the chairtsaw give 
our creature that non-symmetrical edge. I could have Just as well used 
an outboard motor, circular saw, drill sh or any other Irtstrument that 
can cut or smash us humans to pieces. Just romember to mix the metal 
with flosh anywhere you can. Sinew and tendons next to cables and 
wires give most pooplo the oranpa. Thon thorn's tho sharp motal spikos* 
speaker-phone mouth* almnnd-'shaped unbliniting ayes, etc. 


t76 


























Itaw tirat yt&V6 established a lodk, let's take it a 
step further and put a funhoirse-mirror spin an it. 
This is always a good approacit for monstor 
when you'rs something new. 

SquaGhj stretch and twiat to yeur heait'a centDnt 
If the brew is thick and prarreding, smash It way 
down over the eyes untii the entire head is mashed 
in. Or pull a protrirdlng Jaw way out and don't spare 
the teeth — separate them^ crowd them, blunt thenip 
sharpen thamj whatever. Pull the lips until they're 
hopelessly stretched out Or tigliten the 
shin until it"s ready to split and the eyes 
bulge to near popping. iVtongue hanging 
out« an ax in the head, one eye bugging 
out are all simple touches, yet tun 
and offective just the same. 


PUTYOUR 

HEADST06ETHER 


INSPIRATION 

MEANS 

PERSPIRATION 


It doesn't take much sometimes—charrod flesh 
and a zipper for a mnuth, a bulbous head with a 
strange gas mask. Inspiration can como from 
Just about anywhere. Sometimes you're lucky 
and odd things just pop into yeur head. The big, 
swolleri head with the weird gas-mask face was 
actually baaed on an elephant. The tushy fellow 
came about because I asksd my two daughters 
what was scary. One said a big dog, tha other 
said a pig. I blended the two and added a bit of 
human. Children already think clowns are 
scary, so I added an impossibly large, evil grin 
and small, sharp, cannibal teeth. Children's 
nightmares just got s. bit spookier. 


Here's a closer look at head design. We have rwe 
very different creaturca—the zoitibiB (Flcurtt lk)» 
with hie shriveled, dehydrated look, and the thickly 
featured brute (F^Ure 8). By combining elements 
of both wo achiovo a *'zoinbrutio" (Flgorp C). This 
is only one of many possible combktatlcins. hut you 
got the idea. 

■ t . H * 


riGURE A 


FIGURE C 


FIGURE R 


ADVANCED 
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FACETHEHORROR 

Okay^ let's pull soms of ttiEs tqgethur and fiiii? tune 
it Start with tha haad, mocfalad atter our 
^zDnihrutlB/ OnE ejfe Is large and bloodshat, staring 
out with evil intcrttions. I tike to put extra baggage 
around eyos like thos«, giving 'em that weird, 
novor^sEaepa look. Tho othar oye is small and dead, 
probably made lifalass from soine horrible wound, 
now sewn up and scarred. The ears are rotting with 
bits missingt tho }aw misaligned with a serious 
underbiro. The lower lip hangs, almost flapping, 
with a bit of drool (not too inuoh). Warts and a 
generally bad completion oovet the face. Vep, 
definitely someone you'd like to bring home to meet 
tho folks. 


RODYBAG 



Tho body Is based on one of our first amalgaTtis. I olongated 
the neck, with tendons and veins bulging from it. The smaller 
arm is wofcbod at Iho foroarm, tight and springy looking, with 
a bony, nervous hand fust waiting to grab somoono. The big 
— arm almost drags on the ground with a huge, clawed talon for 
crushing, clawing and destroying. The clelhes are dirty and in 


tatters as if ripped by a hidoous traneformation. The torso is 
hopelBssly bent over the legs. 

This guy's |uet an ugfy, ambulating mess, stumbling 
through a foggy- cernemry. I fried To imagine a monster 
crushed and deformed by its own wiokedhess^chronically 
uncomfortable, hating the living. Boiitgevil will do that to you. 




















ALIENNATION 




Nothmg irt tt]is world i$ going to provide ^ou with nmoh 
freedom to be creative as drawmg alfons, or ‘‘space 
morsters/* Let‘s start by defining a few basic, sfanriarij alien 
templates. This way, we'll have a sprlfigboard from which to 
launch oursolveG info drawing more in tarosting aliens. 

Allftn A: Basic Humanoid. Easy tc relate to, with 
standardHGSue arms, fogs and head. Wv, in a few animal 
properties (note the hooves and horns), and he's finished. 
WcVq seen rnany of tbeso types. 


Alittii B; Pretty coinniDn as well. Very 1950s: A 
humanoid evolved into a shinny, halrloss guy with a 
massive Intellecn (Yawn.) 

Athm Ci Thb alien is much more disturbing. Based upon 
In&ects^which scorn to frighten most people—large^ scary 
bug-aliens like this defiiiitety earn their place on my cool list 
AUmi Hi a disgusting pile of puckering, tentoclsd^ alien 
freaklshness. How this is my idea of an alien! 


ALIEN A ALIEN B 


I’VEJUST 

SEENAFACE 

Hew let’s use what you know to create 
so [nothing bettor. First, takoa look at AVun E— It's 
no-t too far off tha beaten path. Most of us create 
the basic alien by slightly alforing the Indcpendont 
features of your neighbor next duor-^adding more 
cranium space, tweaking the ears, etc. This can be 
done In a thousand variatione. 

Attens F and Ik These aro dorlived from mliclng 
[p oomo bug (fly for F, spider fer G). Those two 
appear a bh comical, so we rnay want to scare thorn 
up a bit in the next example. 




ADVANCED 
































ALIOiH 



UGLYMUGS 

Flemeiliber those fly and spider 
aliens from betoro? Left mash 
them Together for IUI«n H, 
Hew w&te gofting eomev^here. 
Very alien. 

Thia technique of combining 
seiircea has always boon very 
helpful to iTiGi which brings us 
to Aifent I end J. Kooping with 
the basic concept arrived at in 
Alton H, I ore steel now images. 

In A i tefi I sofiened tha faco 
by adding some *'squidnoss”; 
teiiTacles with clawe» elongated 
head. etc. Allttn J gained 
protruding ay os and polyps on 
thft tentacles. Natr — ”— 

















































































































































































TIGHTENITUP 

Thi« alago ^11 fako most of yourlittio, After blowit^ tho Fayout up afid anlaigng \t oim IF-ljy-l7-inch board, I ttg^fon up ihB Unes a ItnlB 
using the characrer design shoeis tram my peisonal Ti^sfonners archive (see below). Pay attooticin to porsfiective. angles and shapes 
before adding arty details, Reshape your cubes and syMiical shapes as desired OpHmus PHmois rlio eetifor ofattontied sol made liim 
(aigo in conparlson to the others—well, except Om&ga Supreme there tn the background. Ybu can still be a Ifrtle rough af this point I 
personally use blue lead for this particular stage. Concenrrate on tndking sense when you draw tochjTry to ntako It look like it works. Iff 
batwoon joints you can draw rotational davices and electrical wires, depending an how hi-tech you want to be. 

I named this pln*up "The Front Line'' because it's ttiu last dash of the Autobots and Oecepticons to conclude the ongoing war, I love 
epic tales, ao this piece has opic itnagory. Opifmus is in tho middle; Hols the main focus, so he must stand out in comparison to the other 
Autobots. If I had colomd this piece, I would have added many textures to the Autobotsaiid rusted them upas if they have been warring 
for months. This piece also shows Optimus’ lEadcrship; he's standing in an unworHcd, human-liko pose. Ultra Magnus is bohind OptimiJS, 
since he’s hie right-hand man, and Rodimue Prime is looking at Optlmus with a wortled expression since he's got doubts about 
winnfngihe war 














































































MECMA 


THEGRANDFINALE 

Now we finalize our piece. I usually rtraw small heads to emphasize the sh&or mass of the body, Round off tho edges of each 
corncf, and add lines for ruat as if they've been through hell and back. Have a lot of open spacOp tout balance that out by 
making tha small areas oxiremely detailed, Robots eroatod in the far future like Gundamhave less belts, and if they do have any, 
they are weil bidden due to the natal platasthat protect the main components. Whon I'mfintshod, James Rati, my right-hand 
man, will fill in background detail to complete the p^e—mthls case, broken-down buildings. 



PIIACTtCE, DRAWING MECHA find sooner or later you'll end up with aomelhiug as cool as the Transformers or Voltrcn. 
Remember to ask yourBolf what kind of robot you'to drawing-doos it have buman-like cwalitios? What are the strengths and 
weaknesaos of your robot or robot race? Does ft have artificial irttelllgence, or Is someone behind the mactilne controlling H? 
Remember your basic shapes, and koop multiptying shapes on top of one another to form your robot, I hope this has helped you a 
little—good luck on them robots! 


Dream Engfna fiottcho Pat Lse'spmciis figtittherr bafttosin Transformers/GJ, Joo. X-Mcn/FantasticFour ^Pjcf Devil May Cry. 
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CHAPTER SEVEN: PABT-5 


I 


ENERGY EFFECTS 


BYPHlLJtMENEZ 


Y 'kilow, during rhe TtilrteeTi dr so Tvd been In comics, 
I^G wcrkcd on a variety of cberactero with powors ratigirtg 
from oprtc blasts to ttio orcmentaliTtartpjIaifon of the ocean. 
In tiiat time, I've had to leanii hnwto draw qurtea few i^fferent types 
of ' orwrgv offocts"—from fire to lightning to smoko and hevond—and 
their effects on tl^ hemes and villains using theia WelL I'm here to 


suggest a few waystliat yau can drawthese eitier^es. 

I can't stress enough, howevsn how important photo 
referonce was and is to my learning about howr these energy 
patterns rcaliy woi!4(, and what they look like, 1 hope you'll whip out 
thoso or science books and magazines, and check out the photos. 
Nothing like knowing the realfty before drawingthofantasy, Isoyl 



3 




ADVANCED 


You should also keep In 
mind that lightning is a 
light source, and its 
effects Oil^^ shadows 
and haroh lighting} 
should he reflected on 
tho person casting it. The 
white light of the 
lightning is best seen 
splashed across a darter 
background: I suggest 
dark storm clouds, which 
only add to the mood 
(Figure B), rinolIVi 
creating a lightning 
starir—not J ust a simp le 
holt-'holps add to the 
Intensity of the effect, 
and makes the charac- 
tar look mors powortui . 


WHITELIGHTNING 

Say you're drawing Storm nr Thor raining lightning down on same 
loser su pervilfain. Keep i ii mi nd, I ightning never travels in a straight 
line: it ofton ripples and splits into smailer (and sometimes largor) 
bolts alongrhsway.A good way to start is by drawing a Elngju, curvy 
lino to begin the shape of the aotual lightning holt (Flguiv 
Once thafs done, go In and add single lines for the tendrils attached 


(Fl^imi A-2). Space them out any way you wish—clusterttiBin, 
or add new enos at an evon distance from each othop When the 
first lightning Htie Is finished, add some "weight ' tu It by drawing 
aitothor line parallel to the flr^t (Flilira JI-3), but very it onough 
so that parts of the tendril appear thicker in some spots than 
others. Just keep It moving with a real "rhythm." 






















































Th^re arc a couple of ways to 
appnoaich fire Inrannlcs: Thiere's itie 
''caitoori'' version, whore the fire is 
ilofined a rippling line, or the 
more "reality-ljased'' verskin, where 
the ffre is defined by its 
destrucilan. I'ln o sucker for a 
combinniien af both (Fl0nC-lX 
Fire Is e censTartby charging object, 
erd your drawing shciJld reflect 
that. Ifs also a light source, 39 think 
harsti lighting (»1iBr«C-2> and 
heavy ehadows 6-3). 

If you're going to draw 
"narfoony’ fire—like the Human 
Torch's—use a series of curvy 
"waves/ one in rapid succession 
of the other, making a lagged 
pattern O). These little 

waves should vary in sise, and theii 
curls work best when pointing m 
one diraefion (nproQ. 

The more "rcality-basad’^fire 
is created by drawing the dark 
areas and patterns of mafion an 
inferno causes!' small patches of 
black, contrasted with white, open 
areas (Rpm i). Where the flame 
is most intonsCf, these smaller 
‘^licks" cr 'swirle" of black help 
indicate movement (FlfaniG), 


FIGURE E 


. i. 1 




Wi| 



i i. 
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Another constantly shifting element* smoke can often be greatly In siie. After erasing most of the I in ec where the circles 
okohanged far storm elouda in comics. Just rmagina the Jumpy inrersecti but stiII keeping their overall shape, yuu can go in and 
consisrency of mashed potatoes when youTa drawing smoko, add the darker shadows on tho circlo edges to help define the 
andycu’roon the right track (Rgnra H-l). An easy way to start cloud's shape (Plfiii^ H-2X Also, smoka is oft&n filled with 
is by drawing a series of intarconnccting circles, all varying large areas of solid black {Rgdr* 11-3)* 
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ENERCSVCmSIS 


Eoch of tticsc choractors projects energy signatures and "halos" surrounding their hands 
Thar are differenr and from one another. (Ill Tell you more about "enorgy halos*' later,) 




Doctor Doom's hand is surrounded by 
"Kirby Crackle’*ring composed of 
a rippling blaelt band of email black 
circles^ The band should look like it's 
constantly shifting and moving. Doont*s 
energy blasts are composed of two 
jeggod poraNoi linos omauatingnot 
from his hand, but from the energy halo 
sunoiindhig it (FWurttH) . The energy 
blast itsotf is made of harsh, jagged 
lines, spreading out much like an Ink 
splettor (F|fur« l‘2). 


Iron Man prujocts a very clean, sllck- 
lookirg energy, His energy hale Is a 
circle around his hand^ with clear 
circles that ogcasionaily "’burst'’ to 
indicate a cloafi> tcchnolo^car^crackla" 
His blast, Is simply two straight 
parallel lines, with streams of energy 
wrapping around the length of the blast. 
When firing, all of the clear circles in 
his energy hale burst, transforming the 
tialo Into a collaction of sharp, clean 
points citianating in all irdetions. 


Professor K's telepathic powers are 
handled differently. The energy halo 
surrounds his hand and head, 
indicating his psianic energy. This is just 
one approach to the relepathte powei^: 
fhln, even lines In a wild swirl around 
his hood, Telepathic powers arc best 
defined when the body stlmest stagnam, 
and the entirety of the energy £md the 
blast comes from the figure's head. Kosp 
In mind, though, that tills metliod makes 
for a far leas dyitomic figure. 


i. 
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I call Ifie energy pattams that surround characters' hands or heads 
'^energy halos." They're simply rings of energy that surround the 
lioad or hand. As wo Ve saen earilerp there's an inti niie variety to the 
way these halos, and the beams ttiay enott, can look. Take a look at 
□r Strange here N). Tho energy tie prejoDte emanates in 

strange, wavy bands andrihhoos, for a very psyctiedelice^ect. Even 
his hands aro oontortod (rtwet oncfgy'proijGGhngchai^ctcr^ keep them 


either open or clenched lure a fist), tending to the oth^rworFdly, 
spefl-castir^g effect you want when yo u draw the Sorcerer Supreme. 

AIJnioa: 3 ide; Doc Strangl e energy halos arc actually baeod 
on the designs of SOs-era rock posters in an art bonk 1 founds 
I think it's a porioctoxampio of tho sort of cooE stptf you can find 
by looking at photographs and images In all surrs of books 
besides comice, 


I HOPE YOU FOUND something useful here, sorrtething you can add to your repertoire of techniques which so many other 
groat artists have shown you through the pages of this hook. Wiiatovor you dojust keep drawing liecausn you fovo It, and never 
boo sight of how much fun it can actually ho, (« 
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BLOWINGITALLUP 

You use a little bit of everything whoti you draw explosions! ruics for 
I Ightnlng, srti oke and fire appi y. When e nergy blasts are the sou rce of 
tho exploaion, those blasts should travel right into the center of it 

(Flfura J-l). 

Explosions are a great source of light, movement smoke and 
debris. So thiitk bigi Draw a big circle around what's oKploding, ^d 
work out from tharo, Remember that the heart of the eKpEoslon is 
going to bo white-hot, and therefore mostly white, with a few "swirls" 
□f darkness thrown In (Fl^rtt The dark clouds emanate from 

the edge of the circle you drew^ becoming fuller and darker as they 
billow out (Fl^re J-3). Sparks should be flying from tho edges of 
the smoke (Figure J-4), while jagged Ihies attached to tha panel 
border help add to tho OKplosivoness of the scene (Flgur« J*5), 
Remember, an explosEon Is afso an intense source of light. 

The best example I’ve seen of ^omothing blowing up is the 
Hlndenburg dirigible explosion in tho '30s. If you can dig up that 
picture and use it for reference, you should do}usl fine! 


MYSTICIHAYHEIM 
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SPLASH PAGES 



BY JIM CALAFIORE 


i 


s 


how *ein wheie ya live. When f was a kid, playing 
basebait in Linio League, that's whar we'd yell out to 
a leainmate batting at the p!ate^"Show 'em where ya 
live," It moant, fiitatiome ritn. It was a challenge wrapped up 
in encouragement—just like each chance to draw a splash 
page. Whenever I get a new plot and I'm going ovor the splash 


page, 1 tcel like the writer is saying “Show 'em where yst fiver 
Its my opportLiriry in knock one out of the park. 

Which is why I start tc look for a placo to bide when I 
sometimes hit a drtbb?or to third. Everyone does it from Time 
fo ti^ 11 e^ but ifs not a good thing, so let’s look at how I try to 
avoid That. 


1 . 


-t! J' 

- . 




r 4. 


STEPPINGUPTOTHEPLATE 


There's otton inoro than ono chance in an iseuafor a homo run, but what we're 
examining here is the opening splash page, usually nn page one. b cm be the 
most important page, and more than just a "money shot,’^ It sets the tone of the 
story. Ideally, it grabs the reader and propels him Into the rest of the issue. 

And. from a strictly mercenary point of view, it can determine a sale to the 
browsing customer. If the splash doesn't grab them, back in the rack It goes. 
First impressions can be overyihing. 

Here's our scenario: An action shot. The Hulk and Daredevil are in 
mld-barris on a Mew York City street, devastation all around. Thu Hulk Is 
pounding tbo pavement with a powerhouse blow that oT Hornhoad has just 
leapt clear of. 


PRO TIPS 


TAKE A STAND 

"A person’s posture can 
tell U5 his age, social status, 
vocation, even what ho'e 
thinking. Donee ntrate on 
the spine, ahouldors and 
bend of the knee." —Ra|s 
Morales. Idcfititr Crisis 



THESWING 

My first step in v/orking out an image is a series of small sketches called thumbnails. TheyVo very rough—the characters 
barely more than stick^figures—hut IFs the best way to run through ideas quickly. 

These first two arc shmlar. In both Tm using tho perspective Linos of the building to focus the eye, Rglitv A is looking 
down at the combatants in a crater of destruction, while Flgiurio B Is at ground level looking on from one end of a tiail of 
dostructioiu Tho perspective gives a nice feel, but both suffer from the same shortcoming. Tho characters are too far away 
from us. On a splash, uni ass there's a plot reason against It, I want to be close to the action. 
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FIGURE C 


THEFOLLOW-THROUGH 

THb next idea, Fl^raC, la fine, butth&fs all It la. Evar^hliig Is there (itie 
Hulk, DD, the city Ir the background, istc.). but I didn’t do anything 
Interesting with It 111 sften have an "O.K " Idee which I’il take a second 
look at and think about rotating the camera for more Interoartng positions. 


Flgyro D’a bettor Moving the camera around to behind Daredevil now 
has the Hulk coming more towards us, involving us in the action. The only 
problem here Is that Daredevil isn't facing ud. I want both oharoctors 
facing us, so i played with the DD figure separately (Fl^ra C). I uaed the 
old faclng-us-but-nat-facing-us dodge: Twisting the figure by turning 
Daredevil's torso Fnostly towards us, then turning his bean 
the Hulk, keeps his face at least in proftlo. 







I also wanted to tweak tho Hulk a bit. His 
met ion in the thumbnail Is down and to tho left, 
away from Daredevil, To have him going at DD, 
I just flopped The figure (Flfin F). But I still 
wasn't happy with the peso, and pushed it 
furrher to put more oomph in the blow. Look at 
Figaro G—he's really jaclc'hammerlng the 
stfoot now! All of whioh led to the next step. 


FIGURE F 


FIGURE G 


I 




fjf 
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STRIKEONE 

FlfiirftH ts a larger more datalied 
sketch, rutting tt all logettiBr "But 
why tan't tt tlnlahod?'* you BMk. 
WelL at thia paint I realized It 
wasn't working. Remembar, i said 
that the first splash atioutd propel 
the reador througih tho rest of the 
book. While I now have a mare 
Interesting angle ^ there just isn't 
enaugh OKCltement That's the 
paint of this proedsa; to find what 
doesn't work as well as whatdoee, 
Qh wall, back to the drawing 
board. Literally 


FIGURE H 



















































































































































































Everyone who draws 
tries to do tho vory 
l>6sr they can. It's part 
of the ploaooro (and 
frustration) of drawing. 
Pursuing that effort 
often results in 
ovordoiHg It. This is 
ospocialt/ true in inhing. 
Knowing what tn leave 
out is as important as 
knowing what to put in. 
In tnhingf less is 
often more. That 
is, the simpler and 
cleaner the rondoring, 
the more effective 
the drawing. 


» Humor cartoons are a good otcamplo of inking 
with a miniinum of dotal led rende ring. Th Is style of 
inking is also used in cinematic anlinotion. 
Because of the multiple number of drawings 
used to create i^rotior and smooth transition, 
simplFCtty iso raquiromont. 


• hffany aspiring cartoonists think ^'simple'' moariB 
easy. Quite the opposite Is true. It's much easier 
to overly comptioate a efrawing with too much 
rendering than it \% to know precisely which line 
is the right line and to teuve all the extraneous 
linos out. 


Inking stylos aro as variable as tho artists who draw them. Thoro is no right ct wrong style. An artist's stylo is always in 
a state of flux; always changing, ft Is a reflection of his learning process and experiertco. The style you start with may 
not be the stylo with which you end up, 


Thk style isako 
linear^ but with 
more thin to thick U 
variations. Maybe . H 
a com bination of \\ 
pen and brush* \\ 


This style is almost 
linear with little 
differences in line 
weight. Looks like 
mostly pen inking, 


Perhaps the out¬ 
lines are done with 
pen, but this style 
depends on faroadH 
bold brush strokes* 


I depth and dimension 
7 with shadows and 
textures rendered 
in line. 


THe THREiAP 

THAT LAC^ THESt IMK 
SAMPLED TCJSETHER IS THE 
SCL\iP BA&C [7RAWINt3 THAT 
5UPR^KT5 TH^ lNKrN0, 
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INKIMLG 
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After mking your artwork, 
the pencils need to be 
erased. This must be done 
with am eraser that will not 
smear or pick trp the irk, I 
use a Magic Rub eraser. This 
eraser is also included in the 
equipment with all my 
correspondence courses. 


Use the eraser gently. Brush 
off all erasure particles when 
you're finished. 


Pencils have erasers to correct mistahes. Inkers use opaquo white paint for that 
purpose. For coriectionSp white paint should havothe consistency of sour cream. If 
the paint ia too thin or watery, the ink will show through. Sometmios it"s necessary 
to apply two or three coats of paint before the ink is eompletoly covered. 


Ono form ot white paint is wator-soluble. That 
means you can not ink on top of it, because the 
ink will flaks off or mix with the paint. Another 
form of white paint is non-soluble. It has aplastic 
base and ink will not flake off. It's a correctian 
fluid usod to correct typingerrers and isavailoblo 
In squeeze pens and bottles. 



r TMNK eeer to 

MAKE CORRECTIONS 
iAFTSE EBA^INfi THE 
PESCL^t OtiCE THE INK f£ 
Tie WHITE TENF^ TO 
(SET PlfiTTV IF you MAKE 
THE CORI7ECTk:31V& 
BEFORE YOJ ERASE 
THE F?eNCIL3. 


I 


IMAINTENANCCOFYOURTOOLS 


Artists develop different ways of 
taking care of their cq ul prnent. This 
is the way I take care cf mine. As 
rve mentioned before, your tools 
are oxponsivo. i wash my pons and 
brushes after each use. t dry them 
with a soft cloth nr paper towels. 



Ink has a tendency ic ccagulate at the 
nock of the brush handlo. Every once in 
a white HI use a mild detergent soap to 
work out the accumulation ef dried ink. 
Afror I wash tho soap away, I dip my 
brush intu hair conditioner, and let it 
stay for a tew miriutesH Then I shake if 
□urin clean water and dry the brush to 
a point. Never allov/ a wet brush to dry 
in a bom shape. Thafs a perfect way to 
kill a brush. 



Pen points should be cleaned after use. 
If you allow the ink to dry on the nib for 
a long poriod of rime, two things will 
happe!i; A) The ink drying an your nib 
will i:^se your pen lines to be thicker, 
losang The ability To make a fine Hue. B) 
Leaving Ink on your nib overnight will 
make it more difficult to clean. Ink 
adheres more strongly tim longer the 
time between! cleanings. 






TO CONCLLn?£ THIS 
^e^lC?Nj THERE ^RE OtilY 
TRIEP .ANP true WA^ Td> 
LEARW to 3B A SOO^ INKER: 
fWCr/C&f AMP 

_ 
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CHAPTER SEVEN: PART^Q^ 


POWERFUL INKING 


n 


BY STEVE LIEBER 




if I'm StBve LiebBr, I've been working In 
c^omics for about 16 years on projects like 
WfilTsQur, On f/jo Road to PertifUon and 
Hettboy; Weird Tates. I studied at the Joe Kubert 
School, and my goal as an artist is simple: to toll 
good stories. Oiib way to do that is by carefully com* 
posing black ink on tho pagc« also called '^spotting 
blacks/ The careful placement at areas of solid black 
in a lino-art drawing separates a professional job 
from an amatmirlsh one. Welhplacod areas of black 


make a picture easier to decipher^ cuntrol the viewer's 
focus, enhance the illusion of depth, establish the 
direction of light and make a picture look bettor. In 
a color ecmiG, your conipositjon of black will help a 
good colorist understand your intentions and keep 
an amateur colorist from screvring up too much. If 
you're drawing a black-and-white comioj those dark 
areas aro oven more important: They're your loudest 
note and your most reliahk tool for ensuring that 
your pictures communicate what you want them to. 


CONTROLTHErOCUS 


Here's a rule every artist should remember The eye is drawn to the point of highest contrast. With every picture, you should 
decide what your point of focus ie—whoro do you want thorn to look? 

Don't say "everywhere," because a comic reader is going to look at yourpicrure out of the corner of his eye while he reads 
the word balloon and then goes on to tho noxt panel. Your picture may only havo a second or two to make its point. Ash 
yourself what tho reader needs to learn from this picture, then make that part of the picture the point of highest contrast--a 
wHito object against black, or a black object against white. In FIgim M, the eye is drawn to the gun. in ilglireB, the gun is 
less important than the sign in the window. (By the way, thafs Carrie Stelko, the U.S. marshal from IV/ftfacwf by mo and Grog 
Ruckafrem Oni Press.) 



f 
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POWE 



Yqu may find it helpful to “frame^ youjr imponant areas, or to arrange 
your hlaoka eo tlioy surround the important parts of your plctufo. In 
Figure C» I used black to mako a ring around fha box the irlddle. 
It's like the center of a bulheye, Aleo rtote the same technique in F^m 
Dt directing your aitontion right to Carrie's discovery. 























































































































BACKIHBLACK 

Wilh a dark^cosnimed character like 
Black Panther, on the other band, there'e 
a lot of interplay with the black areas 
within the figtira Itsetl In these oases I 
Like to Let #10 shadowed/black areas run 
together, skirting confusion of the Image. 
If he had a chest emblem, like Daredovil, 
I'd surround it with Islack so that it pops 
out like a beacon. 

I've left the uitdorsido of tho cape 
mostly open here for the purpose of 
d emo 11 strati oil Thia isn't the be st way to 
handle it, relying too much on cover to 
complete the image^ With the exantples 
at right, I’ve filled conipletcly tho undorsidc 
of the cape with black. 



In nfiure H, I didn't change the 
shading on The arm. Wliile ifs still 
legible, it doesn't quite work^ It's 
too eennocted to the cape and Is 
almost sucked hack into it. 

In FlgM I, I've added a few 
lugliiigbt areas to the arm. These 
hobs allow tho arm to pop and 
come forward more. Also hei pine 
this effect is the drop ehedow 
from The cape onto the arms. 
Shadows cast from objects can 
increase a drawing's three- 
diniGiisional effect. The heavy 
shadow across tho forearni makes 
If feet like the arm is emerging 
(nom deeper recesses of the capo. 



ABIULKIHG 

SHADOW 

Easily recognizable silhouettoc can 
substitute for the cliaracrers In any 
Tiumber of ways, the Hulk's shadow, for 
instance, carries almost as much weight 
as he dees. This poor guy is practically 
beaten down by it Surrounded by so much 
absolute black, I haven't placed too muett 
heavy shadow within the figure, but what 
thoro is of if bloody into the black at the 
Hulk's shadow, keeping this unlucky 
fellow firmly pirttiod against that wall. 
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PUTTINGIT 

TOGETHER 

Okay, let's put those techniques to 
practical use. Hero’s Wolverine in not 
too good of a situatian Having l>eon 
through some sort of tussle, and apparently 
ur^aware uf SabroTooth's presence, he's 
paused in front of a chainHink fends. 
Not much of an obstacia for Wolvorino^ 
but as a visual element It cages him, 
hoigbtontng the tension. To Intensify 
that, I let the shadow of the fence fait 
across him. The cogs now affects him 
"physicall/H"' 

Also, IVs kept almost all of Wolvie's 
shading from running into tho bleck 
background so ho remains separate from 
it, and moro in the foreground, (To do 
that, I used internal halos here, just as 
I did in the "B” Thor figure from the first 
section of this column,) 

In contrast, all of Sabretooth's 
blacks, including tho dark arooo of his 
Gostume, merge with the background, 
connocting him to in (Yep, this time I 
wont with the shading tochniqua seen in 
the 'IT Tlior figure from the first section.) 
We get the effect of him emerging 
menacingly from the shadows. Could 
Sobrotooth really sneak up on 
Wolverine? 'Course not, but it makes 
for a cool image. 


PRiLTIPS 


COVER STORY 

""I getioraJly try to heep tho action on my 
covers moving left to right, That’s how 
most people read, and the oyo is trained 
to move in that direction." -Joe Quesada, 
D^f&^evfhFufhef 







■jUnw j 





AND THAT’S ABOUT IT Of course, shadows cei^ also 
hide some shortcomings, like the fact that I cant draw a 
docent self-portrait. That’s me to the right Mo, re ally! 
Than ks for reading and beware the shadows. 


V. 


r 


r 
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H H ■ everyone. I’m Greg Horn. Before I deveCopcd 
1 tnV pstinting teohnicfueSpt penciled for many 
III years, and this provided a great basic 
knawledie of design and cortiposftbn I would later use on 
tny color illustrationfi. Today* we'ro going to study a few 
of the concepts behind negative space. What's that? 


Well, Ifs net The place where Annlhllus holds his house 
parties! Negative space is a povverful tool ef the artist, 
and In this lesson, Vm going to reveal a tew of its secrets. 
With proiKr designing of your negative spaces, you can 
achieve better balance of composition and a greater sense 
of chiaro^cura's light and dark elements. 


POSITIVELY 

NEGATIVE 


This first drawing is a good example of 
the techniques. Hero* ttio black shapes 
usad to design the negative space are 
visually describing the curve of the 
woman’s hip* waist and bach without 
using any outline work. The solid black 
tattoos on her logs conform to the 
round ness of her InveEy appendages, 
giving the illusion of depth and fore- 
shortening by themselves. 


The most inipartant aspectof a negative space Illustration is the planning 
of tho composition betoro you oven start drawing. It’s a good idaa to 
consider beforehand where tho blach and white areas are going to be placed 
in the negative and positive spaces. Without a proper balaitoc of these 
areas* thosecne can become bard to decipher* like this example. 


CHAPTER SEVEN: PART 12 

NEGATIVE SPACE BY GREG HORN 
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YOU’RE 

SURROUNDED 

NogAti/o spaoo j£ the term used to describe 
The areas sutroiindingthe main subject. And 
the area that the main subject occtioies is 
called guessed it) positive space. Abavo, 
this simple iinage of Elaktra (R^tiFO A) was 
croatod by filling in only the negative space 
areas arouitd her with btack. tn essence, this 
is a drawing of Elaktra made by actually not 
drawing her at all 

I must admit* an aK-black background Is 
prerty damn lame, isn't it? Sc the next stop is 
to break up the background by spotting black 
aroas in the negative space that correspond 
with the spotting of the white areas in the 
positive space. 


SEESPOTRUN 



In real llfo, there are no autlines and omitting them from yoirr art can add a graphic realism to your sconce. Invisible lines dopend 
on carefully designed ‘'black a potting” to work correctly. 

Spotting black areas refers to the technique of carefully placing black areas in your artvrork to strergflien the composhion— 
these black areas can occupy negative or positive space, ff you combine the concepts behind spottingblacks with negative space 
drawing, you got an illustration likoFl^m B. Notice howl have spotted the black areas in the negative space, so that they corre¬ 
spond with adjacent white areas in the poshive space and vicevorsa—the re are enough black aroas edging hor cap to show thoohape 
clearly without ait outline, creating an '"invisible line'' there. Invisible lines are also created inside the positive space of this draw¬ 
ing—the outlino of her right wrist is not drawn hare, but it Is implied by the edges of hor wristbands and hair. 
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HGURE 0 



ININVISIBILITY 

WETRUST 


In tho drawing to the left (Flgar« C) , thereno DUthno to 
represent Elektra's arm. but the spotting af black areas in The 
negative space cEoarly show the edges of the positive space 
far The reader I have trust that readers will decipher these 
unseen lines In their mind’s eye. Additionally, the black 
shapes representing her armbands are curved to give the 
illusinn of volume to her arm. 


GOINCMIFFON 

TANGENTS 

In line drawings, langencies really such, but In a drawing with 
invisible linos, fangonts aro 100 tintos more damaging to the 
clarity of your scene. Tangeticy Is the term used to describe 
the confusing affect of lino work from different ctements in 
your scone Intersectmg inadvortofitly. This effect is 
compeundotj if the lines ate going In the sain a direction, Cliech 
out this worst-caeo sconario (F1giir« D). It's practically the 
same panel as the one tc the feft, except the diagonal shapes 
of the baok^ound intersect with Eiohtra's ami bands and the 
hilt of tier sai Intersects with the window frame. Additionaily, 
the blade doesn’t fall over a black rtegativa space and now 
you’vo got a black-and-white Picasso, except nobody'll give 
you any money for it. If you plan your negative space in the 
layout phase, you can avoid those nasty problems. 


1 


TAKINGIT 

UPANOTCH 

Once you understand all the 
pitfalls of negative space, you 
can design more complioatod 
compositions. In this drawing, 
Tvo gone a step further by 
spurrli;g grays nelng parallel 
lines as a gray tone. Notice how 
an invisible lino is created whore 
the gray tone on her cheek 
shows the tip of her finger. 


PBO TIPS 


UNDERGROUND ART 

"The subway in New York City is 
The mo St I nspi ring place to work . 
I laki out my issues on the N 
train for years." 

--Alex Mateev, Dursdnyfi 
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CHIAROSCURO,BABY 



SOURCESOFRLACK 


Tq me chiaroscuro is a state of miud at all phases of the 
artworks Even in the most basic layouts. I'm thinking 
about where the light sources will be and how the shadows 
are going: to affect the scene^s coherency. At the same 
time, I considortl^s pracementof dark and bri|hf ohiocts 
and ^ilhouettesH For instance* the picture to the left of 
Wolverine ohviousfy bos black aroas reprosonting 
shadows* but there are also other biack areas 
representinga silhouette (the tree loaves) and another 
black area representing a darh-colored object (his head 
gear). There aro many different sources of black, 
and alJ of them must be taken into account tor the 
design to work. 


The renaissance masters developed The powerful 
technique of chiaroscuro in the t 4 tli century to give 
their paintings realism, mood and atmosphero* and it 
worked out okay, I guess, if you go for that Rombrandt 
junk.,. The basic tonti referred to an artist using light and 
shade to depict a three-dim ensional space. Today the 
concept lives on under many different names in art and 
film, but the Idea remains the same, in comios^ the guys 
front Gaijin studios have done a lot of great werh using 
these concopto, and,of course, /lof/boyia an awesome 
example of rho mood that can be cunfureri with light 
anddiark, 

A great example of film chiaroscuro is the ending 
scenes of ‘Apocalypse Now/ where there is a whacked- 
out meeting botwoon Marlori Brando and Martin Sbean. 
Their faces are half-hidden m shadow, and thallgjitaud 
darknoss soorti to mimiethe struggle of the characters 
against each other The hgbring and fha overall 
approach to this film ready made an impreasioji on 
me and changed the way I approach art. I remember 
drawing panels of my comic book charaefors with the 
exact lighting frorn the uiovio. 
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USINGTHESECONCEPTSINCOLOR 



All Itie concepfts drcuss^d arar fha prccci^ding 
pages can be translated directly from black and 
white TO f jlJ-colcr paintings. To the right ts Kat 
Farrell and the Judge from Deadfin^. First, t usod 
the Ideas of chiaroscuro in this painting by 
planning for the darker areas to fall noxt to light 
areas, This attention to the design allowed me ro 
cover the bottom third ofthosoonoiiifogand still 
retain clarity of the image. The spotting of black 
aroaslent the scone sonrtc strength and Jegjbitlly— 
rote howtho black cuffs of Kafs sweater holpod 
moaeparate her hands from ths jacket and her 
white note pad was planned beforehand to fall 
over 0 black area for contrast. As for the negative 
space, It was desigrtod to be mostly white to 
mid-tone around the Judge (whose edges are 
mostly black) and darker where the fog covers. 
All ct these things allowed mo to make a 
clearly defined painting with rnminial outline 
work or Invisiblo Unas, 


WELL, that was fun. I work solely as a painter these days, and it is 
always enjoyable to go hack to ury penciling roots fora time, J feel 
very fortunato for all the basics I learned through penciling. Without 
Ihe skdte I learned in black and white, iiiy painting skills would have 
novor developed to be what they are today! 

Greg Horn 's work c^n be found on th& covers of Marvofs Emma 
Frost ond MystlcjiiCj end be sure to check out his book 
from fniage Cotnics. The Art of Greg Horn, 


The Stock Widow4f\ cover is designed using the same principles, 
except I put more emphasis on highlighting since her outfit Is 
dark and the background is also dark. My other airornativo was 
to brighten tho nogativo space arouird hen but that mlghi have 
ruined the ntood of the scone. 
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CHAPTER SEVEN: PABT-13 


SILHOUETTES 


BY EDUARDO RISSO 



S ilhouettes are Jegitimate tools when 
you’re creating a comic book. For these 
about TO start drawing, it's important first 
and foremost to do a good job working *n the 
chamctor or thing the silhouette will represent 
before actually transforming it into a silhouette. 
This may sound naivo^ hut I have seen many 


aitiata make this eame huge mistake—drawing 
the outline of a figure without knowing what was 
originally going to he there in the first place— 
and so they tail in the end. 

When I first started to draw I thought that 
silhouettes had a limited use; however* as time went 
by. I soon discovered that I could break those limits. 


LIFESAVEP 

I began using silhouettes when juWishing dsadlines startofl to mucKKniminglhattheniaioritvofthcresderalovcaniatiproeiate 
overwlielm mo, and I was running out of time. I ttltiu’t wart the the details in the dtawingB, I had to sharpen my wits it was ^Ing 

qua1lfyofttieworl<tO(lecay.sDlneeded1ousesilhouo1tesasWach to scalo them baek. RgurMAatKl B show how sdhoueltes biirtg 

spots to achieve an established feci, but without abusing tham too the panel to life without saanfiang too much dotail. 


FIGURE A 






;BllHIH£rldS»«4UlllT . BUJTHKITir 































































































































HIGHTANDDAY 

The oorrecTt use of sjihouonos can help In many situations; 
for example^ \n an already established night shot 
(Figur* C). They're fast to do, and night shots aren't 
too detailed to begin wiiti, Also, silhouette panels 
don't confuse or distract the readers when theyVe 
foil owing a sequence. With good composition and 
proper iJghting, a dark silhouette panel cart solve your 
pjrobloms and doJivof the right mossago. 

But it ian'l always nighttime In comic books. In 
daytime soonos, things get more complicated. But 
then again, what is the sun If not a powerful light 
source? In strong daylight^ anything and overytfiing 
casts shadows! In Flgiif* D, for examploH I can play 
with slihouettos in total daylight, dropping some kind 
of solid shade on some characters. Horo, the charactors 
are In silhouette because ot a shadow cast on then 
by buildings which line the street that theyVe 
crossing. In this way, I can make the readers pay 
attention to Important story elements. 


EGO TRIPPING 

■"Put your ego in cheek. Try to bo realistic about 
yotrscif: You're not as good as you think you aru^but 
nobody ever is. I've boon in tho bueinosu for SO years 
and 1 still have things to I earn, "-'Mark B^gUy, 
Ufiimte Spider 
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FRAMEJOB 

Somottiing that always worries ms is how to 
acicu rarely separato rito hacfcgiound fraiti the 
foreground If you can find therigjhtframc, Ithinh 
you can obtain Eatisfactory fosults: fro in 
silhajBttBs. You c^i al&o make facial gestures 
stronger through silhouetting* Taka a look at 
Fl0UV« E* Again taking advantage of the 
shadows of buildings felling on tho charactors^ 
I've cevered ttie seconitary character with them. 
I'm not concerned about this characton cKcopt 
for his changing facial oKprossiwis in tha final 
outconie of the sequence* Meanwhile, I could 
have chosen to sllhoitotfo tho main charador and 
the result would net have changed all that much, 
but 1 wanted to emphasbio his inneoent ottinida* 
Leaving him vlsihlo while placing the secandary 
character in silhouette was the way to go. 


NEGATIVITY 

Figure F is a good choice for a negative 
silhouette, bocausc it orablas you to show 
restraint. In this panel, silhouettes allowed me 
to enter iisidc the darh atmosphere where the 
action was happening, developing an alternative 
way to compose the frame. I v/as able to 
omphasiio tho characteristics of the character 
in the backgraund without losing the sexy 
movements of the ona in tho foreground. 

Rememtier, you want to use sllhouattes 
like this in a moment where it*s relovant to 
whafs going on in the story. Ifs possible to 
play with certain details that suggest things 
more than showing them, without losing tho 
focus of what really matters inside the panel. 
One can fall in the temptation to [ust change 
the color of tho sllhouotto. 
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THEBIGPICTURE 

The constant search to make my work the boot it 
can bo ovrontually M me to the massive use of 
ajihguottes rn the samo panol (ngiire Q). M the 
right tnomont In the story (ao ahvays!}, I disc ova red 
that using all of these silhouetres could heigh ten 
the impact ot tho main character without losing 
their personalities. Just romember, readers still 
have to be able to rocogniro the indivldoat 
characters within the mass ot silhouettes; yon can 
do this through a good choice of clotbe^K color of 
hair, acceseorias from daily life. etc. Those kinds of 
things also help separata one plane of the drawing 
from anothor. 




PRO TIPS 


FE55 VP 

''Don’t pass tbe buck to 
anyone, 1 hear horror 
srcries all the Timo about 
guys lying about when they 
can get something donOp 
then failing; if simply closes 
the editor’s door to thorn. 
Be iioncst and take your 
tumps if need bot but let 
people know your word 
means something,'" -Jcfiii 
Cassa day, Ast6mhit\gX-Ak{} 


FADEOVT 


Choosing how to approach a drawingp panel or page 
13 never easy, but I want to leave you with thiseMniple 
(Figure H). I chose it not Just as a manor of taste 
in terms of its composition and use of silhouette, 
but because it's one of tho few illustrations I concoived 
of for use as a comic book cover. Normally I leave 
this job to those who really knovr bow to do it'^my 
Job [s, was and always will bo trying to narrate stories 
in a graphical way—but this shews that each of us 
can go beyond our personal limits. Good luck going 
beyond yours! 

Hsiifitig ff&m Argentina, Edtfatdo Pisso u&es ttis fiftf 
arsenaf of artisffc taientsm the ftages ot DC/Veftigo's 
100 Bui lots. 


RGUnC H 
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CHAPTER SEVEN: PARTi^ 

MOOD 



F irst* off, tot me sav tittlo ditty «ti liow 

to draw horror Is simply my own personaJ way. 
By no itieaTis 1$ this the onfy way. In this 
GQlumn, 111 be emphasizing Ideas more tbantei;:liniques, 
because that's what horror really is. ft's all one big 
mind game. Don't worry, though—11 hall you as clearly 
as i can how to achievG the maximum impact of these 
ideas in your drawings. As for any prerequisites to 


sLiocossfully ostahlishinga mood in your piocos, I highly 
rsccimiriend taking a ntirtibor of film appreciation 
Goursoo. Films and eomios are very similar in thoir 
fra me-ra-f fame sroryrelling. These c ours as will not 
only teach you about foreshadow mg, foreground and 
otlior technical aspects. buttheyH teach you about 
how to really Icnk at your work. Okay, thafs my little 
pep talk—now dim tho lights and cue the spooky music! 


I 

L 



DARK 

STORYTELLING 

To begin, I ieosely ehetcheii out my 
Ideas with a soft blue water color pencil. 

In this example, I haven't erased the 
unnecessary lines, because I want you 
to see the construction and the choices 
I made towards completion. 

Mow, a horror picture should suggest 
a story in order to properly attract tte 
viewer. Silhouettes and strong llghfing 
help mo guido tho viewer to look at the 
parts of the picture that will do this. 

I find that tho host rosulta are 
achieved when I look at something and 
ask either What happened?" or “Whal 
wiit happen?'' More in this picturo, I'm 
trying to cause revulsion at what 
occurred as well as tension for what 
will soon folfow. 


PRO TIPS 


OUTriT ADVICE 

"Leek at yourself In tho mirror. Whar do 
your clothes sav about your attltudG. 
job, friends? Clothes can speak for a 
character more than tho characters 
thorn selves do." - Rags Mordfss, fdctTfity Crisis 
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IINK,THEREFOREIAM 

Inking thi3i I only uood a No. 3 watorcolor brush. You should try 
inking witheut worrying ruo much about any goofs. Staying loose 
will help you make fswer errors. So attack the pencils and tool free 
to move the paper around. This lets you "see'' the build-up of the lloe 
and decide where to place the black 

To make the picture almospherio, I'll uso different toxluros. To do this J 
use shorter, fNnner strokes on the tree bark, and longer, rFiuro rounded 
strokes oti the stones. On the shadow, I try and keep tbs edges clean eo tho 
viewer can tell what the object is. 

MOONOVERMINEENEMY 

To cmphasiic the gobtin and add more atmosphere, I added the moan. 
Rather than draw it, I placed a sheet of tracing paper aver the entire 
ptcturo and taped it into place. 1 then cut away everywhere the sky 
was. To achieve the atr-brush offecti t used an old toothbrush and 
applied the ink to the taothbrush with the watercolor brush. About 
two or throe dips on d should do> Then I pulled bach on the bristloe 
with my thumb and let 'em snap bach. Do this a few Inches away from 
where you want flic spray effect and feel free to do it a few times in 
areas you want darker. To make the moon appear brighter, I didn't 
outline it in ink. This makes it recede into the background and frame 
the goblin, as well as make the shadows darker. 



GETTHEWHITEOUT 

The final stage is where you want to use wtiite-CMJt, Not only can it clean 
up your miatakos, but whito-oiit can actually add to you drawing. Notice 
how tile rocks are mere rounded cur and the roots extend more deeply into 
the black. 

And that's it. Sec how horror Isn't just blood and gore? Through 
lighting and silhouettes, I can surest the aetkin. This, to me, is much 
moro offoetivD, boeaueo the viowor can uso bis hnagirtation to fill in tho 
nasty bits better than I could draw thein. 
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BRUSHWITHEVIL 

All af tJits inliing h dot>o with a brush. This helps get 
across the current and buoyancy o1 the water. 1 
always fry to do my brush work first, because that 
keeps the drawing fresh and oxoiting. 

□n the monster I empbasiied its feel and hand by 
using nttio rendering as pessiblsi I baroly outlined 
them. The mortster Itself will seem crsapler with human 
appondagos, and the decaprtatod head an&Piors the bottom 
of the picture while hinting at the gjlrl's possible fate. 


In this sketch, I only partially Inked the areas 
that Tm drawing. You don't always have to pencil 
every detail it you are going to ink if. This helps 
to add vitality to the drawing as well as give you 
confidence In your skills. I also find it fun fo do 
because all kinds of "good” accidents can occur. 
For example, in this piecCf the vray the hair curls 
□11 rop of The waicf wasn't lit the pencils. 


CONFUENCE 

GAME 

















































TWOTREATSINONE 


WELL, HOPEFULLY, this c«Eiimii Ha? iiolpsd to 
(paidon hi'g) got you in tho maod. Any way, the best od vice 
I can give you is to disotphiie yourseJf to sit in a chair and 
ju&t draw for Noitr? a day. Once you accept the fact that 
your drawing won't be perfect you can stop wasting timo 
worrying about it. Also try drawing tilings you don't like, 
so you won’t be afraid to draw themt When you get those 
things down, you'll find your tiine will be much more 
horribly productive. 


ffeWey Jones has piiimbed the depths of ftorror in haaks 
like DCs Batman/Draoula andlDWs Cal MicDonald. 


Using a little white-out on the surface waves and the 
decapitated head's hair helps to give sente definition 
to both. 

This drawing's main interest is that it's two 
picturoQ In ono. If you cover tho top of Ft and just view 
the underwater scene, if alone makes an interesting 
picture. Yet the ecene above, with the girl's eyes, lets 
you know sometiilng's not right, ovon if you don't so? 
why. And the fisherman not responding lets you know 
ifs silonitsetlDn, which in avao spookier. 


All of the Inking at this stage was done with a crowrtuill pen 
point. Yon can find them where calligraphy pons are housed 
at art stores. Thoy're more floxiblo than a rapidograph pen 
(which is normaliy used for drawing stralglir-edge tochmeal 
things ilkefauildings and machlrtca), so they take a little more 
time to team how to use. They're good for things like the 
bubbles and wave outlines, because they keep a consistent 
lino Thickness. And on tho lines leading up to the surface, the 
pen will ''give" a little, so It biends together like a brush. 


CROWABOUT 
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CHAPTER SEVEN: 




BY TOM RANEY 
AND SCOTT HANNA 



O kay, youVc a plat and a blank 
shett of pap«r. How do yoti turn this 
into a piece of black-and-white 
artwork toady for reproduction? Tom Haney 
and I will shew you our respective step-by- 
step precossos of ponoilmg and inking art 


actual page from 7/tor #GO. Besides 7/ror, 
ws've worked together on books like X-Msn, 
UffimAteX-Men and l/ocanriy/f^Meii, As in 
many comics, tho and product isttie result 
ef a group effort, Here*^ liov/ our part is dorte. 
Take it away, Tom! 


I 

I 

I 






FICUftEC 


When I get Dan Jurgens^ plot for 7/roA I 
read it through^ noting iny general 
Impressions of what's going on in the 
Issue, t try to get a sense of pacing for 
the whole book. But we"re only dealing 
ngie page, a single image in 
get started! 


THUMBNAILS 


One of the nnost important parts of the 
jobi Here I decide what needs to be 
includod on the page tc get the story acrosa 
clearly. Canrpasition is planned out at this stage. 
Theso thumbnails (Flgiirtts A A B) are actual 
size. I like to work very small; if It's clearly iegible 
at this scale, it will be in print. Dan was looking 
for a powsrfui upshot of TKpr with the buildings 
of New York behind him as welt as storm cieeds 
gathering above. My first attofttpt included 
everything needed to tell the story, but I felt that 
it needed more of a Icft-to right flow. Since vtt 
road left to right, your eye naturally seeks out 
that kind of movement. It creates a more 
cemfortablo, Immodiato image. 



LAYOUTS 

Now on to the actual page (Pfgurfi C). Layouts 
aro whero I place all of my baeio shapoc. At this 
point I'm thinking about proportion and general 
structure. No detail here! it's easy to get caught up 
In small sectEons of The page that are fiin to draw, 
but ft^s crucial to plan everything out at the 
beginning. Poor plartning quite ofton rosults 
in massive redrawhig and Tots of erasing! A 
quick note about tools: 1 use a mocharTical drafting 
pencil (2h lead), magic rub and electric 
erasers, and an assortment of ruling triangles and 
circle templates. 
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FIGURE 


FIGUREC 


ROUCHINGITM 


''Keep it loose"' Is the name ot tlie game here D)! I la^ In my basic anatomy, start 

to lay out costumirtg and, while not piotured hero, I lay in my parapootivo grid, I try to keep 
my pencil lines very light because almost none ot them will end up on the final page. 


CLEANLINE 


Black adde woight to a pago. It helps 
direct the eye and establishes mood, 
so always try to establish a sense of 
balance. I wanted this image to feel 
very grounded; placing large bodies 
of solid black at tho bottom gives 
the impression of "sotidtTy," while 
breaking up tho black areas at the 
top helps It to feel lighter 
(Figure F), AlsOr placing black 
around tho epennoee of Thor's face 
helps draw the eye there. 


Hero I flnallie my line work (Fltfure E). I hunt th rough 
tho rough linos from tho provious stop and chouso tho 
single lines that I like, making sure that costumingH 
props (like Thor's hammer) and environment are all 
dosignod and on the pago. For me, this Is tho most 
time-consuming part of the Job. By placing all of my 
extoriar lltiowork firstg I eliminate the need to 
backtrack. Mistakes are tha bane of the deadline! 


SPOTTINC 

BLACKS 
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~T' 

POR A 

pAcl-jiAi £-apH£.ss:i:ON^. 

US& A j^'XR^O'R. 



3- Same as one, bul tighter. Peter getUfiga read on if s^le Is get 
ting It 

PETER 

Ever. 

Ev- er! 

4 - Same as 2. 

MARTJANE 


BEHDIS; Tay attfintiontpitie pnc-peratin shots and two- 
porson shots. Tho ono-shot is when theyYs not on rtiosamo 
page mentally, or they're thtnidng different thifigs; the twa- 
shot is whon they're very much on the same pagOt Thaf's 
something I learned from the movies. There's a subliminal 
thing the audionoe is being told, that vrhort there's a two- 
shot, thoro’s a connoction, especlaMy after a series of 
single-shots tike on the previous page. It's a very intimate 
story, £0 you tend to really hang on those faces.” 

BAiGLCY; 'I have a whoto f jle of photographs of faces from 
all dlHorarit angles, from different fashion magaiines te 
local magazines to Newsweek- Sonnetimcs, on a larger face, 
I'll take that to a light table and, while I won't trace it, I'll 
basically atruciura the face from that photograph. I try to 
bo vory subtle about it and just use it to make sure the ayes 
get in the right place, the nesa gets itt the right angle, Then 
I lust go in and 1 draw. With a bt of artists, whon they uso 
photo refcroncG, you look at the face and you can tell It's a 
ptiotngrapli. It can take you out of the story, so I try really 
hard not to do that'' 


Okay, 

5- Sairie a% 3, t>Jt tightir. 

PETER 

You gqtta promise me. 

6- Same a? 2, 

MARYJANE 

I promise. 

7- same B. but tighter. 

PETER 

I meen it, yoo'vo got to promise me. 

3- Same angle as 2, but IVIorv Is getting annoyed. 

MARY JANE 

P&tcr... 

9- Peter bechs off. 

PETER 

Okay. 


BENDIS; "L knew that Mark had boon vaotly underused as 
a poncil talent, and that ho could absolutoly pull otfthis issue, 
which is all acting. He tak^ his faces and his acting of his 
ohameters very seriously, probably ihc most important thing 
he's added to his repertoire. Quite often I'd bo yanking off 
word balloons from the pages, because the face said it ail, or 
moro. That's the biggest compliment 1 can give to an ardst, 
that I don't think my dialogue is necessary. With this issue, 
the first draft may have boon longor as far as the talhy-tatky, 
but you just look at Mary Jane's beaming faco> and what else 
is there to say? I did fall very much itt Jove with Bagicy 
during the process of making this issue.” 

BAGLEY; ''Yeah, wo're getting married, actually. I fove little 
bald Jewish men. [laughs] Actually, I've never been a big fan 
of my faces. Thoy'va been too cartoony, and I'm trying to make 
tbsm iBsscarraeny as Igo along. You look at this slutf versus 
the stuff I'm drawing now, and I think there's an improvement 
ontho structuring of tacos, and the eyes are maybe smanor 
and less tiiartaony. Right now, to Tne. tho conversation scenes 
that I got to draw with Brian'o stuff are tho most hilfllJing” 


PAGE 3- 

1- Peler Ju&t stares at tier. The words tars't even form. 

2- Tiiaty waits. She looks a Ihtle fluslied. EMitect We can see sfie 
triink& tHis gd-ing to be Peter's professing his crush an her. 

3- Peter stares at her His mouth open as If hs Is about to talk 
but he Isn't. 

^l-Same as 2. 

MAHV JANE 


Peter... 

5- 5eme as 3, 

PETER 


6- Mary thaught she was going to Irear; 'I like you.' So this takes a 
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BENDIS; "'I do call far ropoating tho exact aainc 
panels semetlmes, 'cause there's a \at of back and fnrrhp 
and there's hind of a fining Issue Involved. But the fact 
that Mark will redraw each panel sllgfitl/differently rather 
than staffing [photocopying] them doss bring a vitality to 
it. IVe funny; [f^oiversartiGt] Miho Oeming won't stat any 
more, artist] Michael Gaydos did It, and I liked when 
Gay doe did it And [DarodoW/artist] AJex Malcev dona it, 
but Alex always redesigns the panels. There's no right way 
or wrong way to make a comic book page." 

BA6LEY: ''Talking-heads pages can present a challenge, 
because I try not fe do tho cheat whore you use the satno 
image, even in the script in places where Brian calls for It, like, 
'PANEL FIVE: Game ae 3.' I really fry and break it up visually, 
so even in aconversaitlcn you come In and out of the page, 
Visuollv, it makes It more dramatic. If you go through this 
ieeuo, there aro places where It calls for repeat panels, and 
while i do this a couple of times, mostly I sort of give him 
what ho wants—but not oKaotly. Brion trusts my storytelling 
enough to go,'Okay, this works,' Sometimes ifs as effective, 
or hatter, than what ho calls fee In fact, in 76 issues I think 
he's had me redraw only throe things. SetiouGly.” 


otrr A uArrc./f A 

tiAiS otrr^o 

A Or4 ■ 


Page 5- 

1- Over Pater's shoulder, Mary bvrsEs out iaugfiirig. A big lough. A 
big Julia Roberts inlectbus laugh. 

niARy JANE 
Ha ha all ahhahahahah 
Oh rran... hahahah 



3-Peter roH^ hSOVOS, 

MARY JANE (CONT'D) 

Hshahafiahahae whoops... 

SPX; hlump 

3- [VlpTy pushes at his chesh teasing. Two shol. 

MARY JANE (CCWT'O) 

Shut up. 

PETER 

(am. 


PACE 4 - 

1- Tight Iw'o shot. ProHlo. Pater shushing a confused Mary. 

MARY JANE 

Whar? 

What did you Just ? 

PETER 

SSSHH... 

MARY JANE 

What?! 

2- Peter vrhtapering. Hfs fiagfef gently U> Ills mouth as lie (alks and 
looks Over his shorddorta the closed bedroom door. 

PETER 

Tm Spidef-Man, 

3- Mary Just looks at him. Slightly corifused. 

MARY JANE 

You're Spsder-Moo? 

4- Peter still shushlrrg her, 

PETER 

Ves, 

5- Same as S. 

MARY JANE 

The super-^hero? 

G Same as 4. 

PETER 

Yes. 

7' Mary fuirows her brow slightly. She thinks. Still processing. 


MARY JANE 

Stop A. 

You are such a gDOfball. 

PETER 

Whisper, 

MARY JANE 

YOU Stop. 

4- Peter rolls his eyes bo the air, with a look that says: I knew I was 
going to have to do this... 

PETER 

I know I was going to ha\e to do this, 

MARY JANE 

Stop ]t. 


BEHDIS; "This Issue l« hi f^cf a on^act ptay. tr all takes place 
in one very email room, and \f$ all acting, and I knew Mark 
could do it. I paid very close attention to that when I was 
writing, Thb is all I think about all day, 1 steal every [film 
director Martin] Scorsese trick I can thirik of, I road AijiejrfGBn 
CinBmaiGgf^pher like a lunatic, and there's just tons of 
storytell ing tricks i n there that are c aeily applied to a com lg 
panel. I've studied stuff like this tike a menrai patient And I 
appreciate Mark, hocauae I've learned a lot from him about 
an economy of style—the simple eteganco of tolling a good 
superhero story/ 

DAISLEY: “When I started In The business, 1 was working off 
of plots, and over tho last 10 years it's ohiftsd into full scripts, 
ft's made my Job easier In one sense hscause J don't have to 
pace the entire book— it's sort of paced dirt for me. Ifa also 
restricted what I do a littlo bit bo causa you have to respect 
what the writer dues. But en the other hand, the writer's got 
to respect 1ho fact that it's a vrauel medium, and the visual 
part of It is my job. And If you've got a writer that respects 
what you do and you respeet what he does it works out roally 
well, And with Brian, I've had that typo of relationship." 
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PAQIE«- 

1- Btg p^neU Mary in the fdregrcund^ her bacK to us watcrves 
Peter, in his socks, as he hops up onto th© wall of hie bedroom in 
a graceful leap. 

He hops right onto ni^s poster of Elnsteln^s face. 

BIgsttont panels of Peter doing this should be awe-lnspidng, A 
moment both epic and intimate^ No one has ever seen this 
before, A teenage bay hopping up on e wall. 

This Is a hig unique mameni fora super-hero comic book. And 
each image should pop in the memory, 

2- Btg panel. M^ry'a p.o.v, 

Peter sticks to the wall with both feet and uma hand, Gestuti^nga 
‘ta daa' with the other. 

3- Birds eye. Tight looking down on Mary as she looks up at us. 

She Just s^tare^ blankly- wide eyed, It is still taking a moment tOj 
register. 


^oa ^o-pf. :rr V. 

tfTxv'fi- 'TMe 

Af^ /i^iLZ^A7~s Pssd. 
POR OmO TMe: c.MARA<irrsRs ARe 
SuQrrNuAt^c^es. u:>^~i.e 
^ANY TSCNAt^eRs mAYg "T i a 
^O^-T sR£ OkJ Tj^ez^R OAjLJi 
/iAY^e 'T/fG QRA^NV nype 
OPT POR AN e^NS-rezr^ 
PO^sR J:N^s:A3^. 


BENDIS;‘'Tlii$ is a huge moment, Tim story's from Peter's 
peiint of view. s.iid as saon as he hits the wall It switches to 
being from MaiVs [mint of view. And from Mary's point of view, 
it's a burn u ngoue mom enf w hen your boytrl ond sticks to the 
wall* [Lau£/ps] You’ve gqt to treat that liku it’s the biggest 
thing ever, 'cause it is. it’s ashoakarooni. Keep in mind that 
at this point in UtrlmatG Spider^Man, there were no 
superheroes* so lYs doubly crazy." 

BAGLEYi "I really think 1 wanted a money slioi hero. 1 really 
wanted that visual impact—BAMf Hfo’s stuck to tho walli 
Right on this poster of a really bad rendition of Einstein 
At this point I stiii wasn't gottiug what Brian waa 
doing* so i was sort of trying to push a visual impact on it. This 
page is alse one of the few times that I did repeat M J's face 
oxactly from one panel to tha noxt, I put three roactien 
panels at the end of the page that I think work roajlv well, 
though Brian may not have called for thorn/’ 



BEHDIS: ''Saglsy and 1 have a very good relationship. I 
know very well what he wants, what tiis goais are, what 
OKuitos him. what intrigues him. We have a good shorthand 
togothor* I have a tendoncy to cut action scones up into 
panels of single actions, and he’s able to rake U and go, 
T — It, you could do both things in one panel,’ I came from 
independent comics with my tiaity-toiry Jlbber-fabber, and 
he canto from the most mainstream of ineinstroamt 
woHonanllke cornice. He'd mainstream mo up amt Td indie him 
down^and right in the middloycu have a good comic hock.'* 

BAG,LEY: "This was such a visual moment, and I try to make 
more of an impact with the impoiiant significant parts of 
the page. I didn't want to do a basic five- or six-panel grid, 
because the one panel vrhdro’s he's flipping up onto the 
coiling Is a very vertical-type idea, It worked prony well* 
though I could’ve used another panel in tetween the two and 
had him flipping onto his hands, bocause it's a little 
crnifitsing as to what he's doing. Actually, the Idea of Iter 
getting a little vertigo from what he’a doing is somelhirig wo 
could'vo incorporated into it—like, 'WhoarBitt hoyrnofaedy's 
perfect* I think Brian’s come to understand that Tin not the 
host artist \ n tho world, but I’m o protty go od aterytel ler* And 
it’s all part of the storytelling," 


TM^ . 7 ^pouN'Xi- 

^i£Ri:b^Ai 


PAGE In 

1- Tight on F^tcr^ gently smiling from his perch or the wall. He tetry^ 
|ng to get ft nsiMi 0(1 her reacUon* 

2 - M!v/ loqks ^rojrd the roodn to see wliat the goof Is. 

3- Wide of room. Peter flips over backwards and hops or Lo she cell- 
irg right above Mary's head. 

4- Bird'a eye tigjTl on Mary calrnty looking up at this. 

5- Peter upsicl&down. Hte liafrhanging. 

PETER 

You oka/? 
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SAMPLE 

ACTION 


THCSflRIPT: The New Avengers M2, scene five 

THE SETUPl Heroes Luhe Cago, Matt 
Murdaoh (Oerodovil), Joeeiea Drew (Spidor- 
Woman), Captain America and Spfder-Man 
battle against Mr* Hyda, Camaga and the other 
escaped Inmates of flia max I mum-security 
superhuman prison, theftaft 

DENDtS: i definitely had a tone and feel for this 
scone thaf s well documented in the script, ami 
I knew would push Finch and [colarist] Frank 
D'Armeta, who's a big, faig part of the final result 
of that issLia. Ifs claustrophobic, it’s a disaster, 
it's the biggest suporvilfain blowout o^oc It's a 
mosh pit of supervMiains, a pure melee, So ta 
choroograpli that and gks that feoljng, you're 
gonna have to really trust your artist I moan, I 
couid write it—I could have someone say. 'Oh 
my God, this is such a crazy moloor—but you 
really have to show It. It's a show scene, not a toll 
aceno. And this bottom-tevd fight is really Irkc 
a horror movie. The lights are off—it's Resident 
EwVwith supervillains." 

FINCH: "Bondis makes it very easy, because 
evorythtrtg was in there* He never gives you 
anything contradictory or impossible to draw, 
which I've run Into before. I try to just think in 
terms of a foregrountl, a iniddleground, and a 
background, and decide what's the most 
dam I riant elotriont—what pane l on the I want 

te be the biggest and the most dominant, and 
whats tho focal point within each panel, " 


NEW AVEN GEnS SCR IPT ■ ISSUE TWO 

By Drlan Mkhael Dandis 

PAGE 

1- Irt. Rsft lower lc\'d corridor-Senrie 

Matt barely dudgE^^ Ml Hyde's tM. Mmt's clothes are piJlllng off in the 
bloody, dirty tight 

Mr. Hyde's fist crnshcs kilo the wall sending stone debiis witti it. 

In tlte hacHgroundl Jessica Drew blasts Cam^e In tne back nf the head with a 
sparking blast as Luke Cage with Carnage's all^x>nsuiriing attack. 

MISTER HVDE 
You put me here. MurdoeWf 

spx: spash 
MAH MURDOCK 

AclLafly, Zabo, you pul you here... 

... but I see that you might not he In the mindset to sea It that way! 

2- Luke Cage is beingsmothefBdfcy Carnage. He Is pull I agon CamsgQstpnguo and 
doing everything ho can le keep Carnnge from getUag aear JeMica aad lEie otitera, 

LUKE CAGE 

I don't even know what this is I'm fighting. 

JESSICA DREW 

It's Carnage! It's one of SpiderJVlaa's. 

LUKE CAGE 

Well, then get him down here! 

CARNAGE 

I would love that! But you first! 

3- Malt high kicks Mislor Hydo In tho chin* Using the wall to push his entire 
body In Hyde's face* 

Hyde's head crBshes into tne walk The size of the hall jn Matt's favor. 

SPXr orack 

+ Jessica grabs into Carnage from behind and shoots a venom blast right 
into Its mouth before it can bite on Luke Cage's head. 

Cage ana Drew together can only hold ft stiil;^ they cannot wm* 

Sha Is yelling to the lore S.H.I.E.L.D. Agent who Is crouched down et the 
dead body of his fellow agents. 

JESSICA DREHf 

Guys, we &f Iff don't even Know what happened! 

There's S7 convicted fdors fn this prison we have to get out of here and call for._ 

S' Tight on Jessica. She sees it first. Her raussed hair over one eye. She Is 
shocked and rplloved. 

JESSICA DREW 
f?elnrorcemeris_. 

SPX: krafoom 


PAGE 2- 

1- Big panel! Tho Sentry stands there. Crackling with golden 
energy'. The hero has returned. 

The raoin feels different with him Jr It. Everyone stops fighting 
and stares at this golden god. 

The Sentry^face blank, oinnest shamed. He stands In fronlof hfa 
now broken cell door. 

2- The sentry £ p.o.v, E\«erycine is stunned. Mid fight overyor© 
turns and looks. Even Carnage takes a seco nd* 

3- From over Sentry 's shoulder. Carriage toMcs Luke Cage and 
Jessica aside and vfolentiy attacks tne sentry. 

4- With stunning calm Sentry catches tho tentacle that was 
about to attack him. 

Like Heonu at the end of the first ‘Matrix" This is no threat ta Him, 


DEHDIS: "It's kind of Jiko a gut ipatlnct but I had a feeling 
that Finch would draiN art amazing Carmagp, I Just kind of saw 
it 'Cause when I'm writing I really try 1o get into the head of 
The artist, and try to Imagine what the arf would look like, and 
what oould he do that would really kick even if he’a navor 
done It before* When I got to Tho page where Carriage first 
appeared, ft was almost oxactly what was in my head, bur wfrh 
bettor fighting, I was fooling really good about what we 
Bccomplishod here." 

FINCH: "I learned a lot about how to spot blacks from 
workingwithMarcSILvestrf.and from tanking at Mike Mignola 
and Eduardo Risso and Frank Frazetta* I always try and layor 
my blacks so it doesn't get too muddy. I like tho scenes to he 
really dark, but I find that you can't have a dark ovorlappimg a 
light. So with blacks, you can layer really deep Into a panel 
without getting muddy, It keeps it separated. Stuff still gets 
lost but I think It helps for mo anyway, I really like anatonty 
and shadows and all that stuff, so It makes scenes like this one 
pretty easy, or enjoyoblo, anyway." 
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PA0E3- 

1- Ver^smaEl panel. Bflom! A smashingsnid a spunicl effect tlial we will reveal Is 
the Sentry smashing through an entire ft dot of the Rafi 

This Is Ihe Sentry taking Carnage out of the premlises hy flying straight up. 

SPX i boom] 

2- Very smalt panel. Beam] Asm as king and a sound effect that uue will reveal is 
the Sentry smashing through enother entire floor of tho Raft. 

SPX: booml 

3- Very small panel. Boom I A smashing and a s^ound effect ihaL we will feveal Is 
the Sentry smasbirig through another entire floor of the Raft. 

SPX: boomf 

4- Very small panpi. Baom[ A smashing and a sound effect that we will reveal b 
the Sentry smashing through another entire floor oif the Raft. 

SPK : boom! 

S Very small panel. Boom! Aemashlng and a sound effect that we will reveal is 
the sentry smashIrrgthtough another entire flDCrr of the Raft. 

SPX: boom! 

6-Very small poncL Boomi A smashing and s sound effect that wo will jovoai is 
the Sentry smashing through another entire floor of the Raft. 

SPX J boornl 

T- Very small panel. Boomt A smoshir^ and a sound effect that wo wE|l re^i'oal is 
the Sentry smashing through another entire floor of the Raft. 

SPX; boom! 

B- Ext. Raft main floor- Same 

Captain America Is wildly fighting the crowd of suporvlllplns, He i& a born war 
tlrrie soldier. He knows liow to use the crowd lo hlsadvantage* 

Spider-Man in roelingfri pain. His arm broken. He is thwippsng web into the leces of 
any villain he can hit. He Is helping Cap ariyway he can. Peter Partner is not giving up. 
In the f?r backgroirnd, no one even has time to react to the explosion of rubble 
and steel 100 feet behind iham as the Sentry Is launching himseir and carriage... 
SP9(: boom 

9^ Ext. Raft-3eme 

Wide profile of the Raft me Sentry Isa golden hearn nf energ^y that is thrusting 
Into the night sky In a perfect llna, straight for ihe heavens. 

En the far background, Menliatl^n is still in a blechouft, 


BENDIS: "Like you see in the script 1 did 
have a protty cioar Idea about this 
Cafhage/Seritry scene. David made a dGcisian 
that 00 porpoptofthctlmcl would go with, to 
pace It a little more evenly and go far the 
cinejtiatic quality of it. But I think it was hard 
to do£cribOt and I hind of switched gears on 
him halfway through the first issuo. It bo cams 
about iCQTifc, horror, she eking irnages rather 
than cinerriatlc storytelling. He was all in the 
cinematic zone and I kinda switched gears on 
him* There's nothing wrong wtih what lie did— 
it was just two different ideas^ I ended up having 
[oolorist] Feank D'Armata go back and twiddle 
around with the pages a little bit* Clearly I 
didn't describe my original idea well enough." 

FiNCH; ”1 moan, it's not too often that things 
got changed. And it's not too often ifist! ever 
changB the script. If I over do, We'ro always 
pratiy iriLich on the same page, generally. I 
really try not to change things in a way that 
would change ttio intent. With this one, I 
kinds did. Bendis norinally still would let it go, 
but that was the most important see no in the 
book, and I didn't really approach It that way. 
I think It works much bettor than If we had 
done it my way.” 


BFNDIS: ""I thought that the tactile imago of the Sentry 
ripping Carnage in half was tbo aollor, you know what I 
mean? So when David changed it, I came back to him 
and said, 'The heat that's realty missing is the big-ass 
ripping-Carnage-in-half shot* Thats the thing that's 
gornia make people go, "Get out of here! Vbu don't see that 
ovory dayr' Aiot of itiolimo I find a way to make a change 
work, hut in that Instance I just said, This is, for a lot of 
peoploi the Sentryintroduction, so lot's really soil this 
moment.* If you f—in' hate the boot, at least you cart 
say, *Hey, I saw Carnage get ripped In half.*” 

FINCH: ‘1 realy wajited to make the panol where Carnap 
gefs ripped in half olinost blaso, like this is tho kind of 
thing the Sentry could do every day. I had two more 
panels of him flying into space, and tho panel where he 
t&ars Carnage In half was much smaller an the page, and 
t hada pansi of blood gylng by his face, and then h e turns 
and iooke down at Earth bolow. I got across the kind of 
mood I wanted on tha page, but It was re ally not what 
Bend is was try Inglo get across at a11, Loakl ng at it, w hen 
you read tho acniaJ story, it was a good call to tlx It." 


PAGE 4- 

Ir Ext, Space/eartil'ii orbit- Saine 

Sentry, draped in golOen ener^, haB flown tt)o crazed, flailing llgureof 
Camege Into orbit 

He does It witti determination and style, but hlsfEjc# is ptirstd with self 
doubt and neurosis. 

But h one %''^@S{lng panel we see juet hoixi pewerfuJ the Sentry is. Marvel 
has their superman. 

The earth In the distance. AsmalteringofcablesatelHes tlanclng in orblL 
(TDcfinloaljy, this is a bit over the top, but we a re essentia Ity exprer&slng 
how this cheracterh playing by a dlfferemt set ot phyeltal rules Ihen 
tbe others) 

2- Sentry tstkes s good section of Carnage's pi ia hie body In each hand and 
rips him In half. 

The Sentry 1& ending this quickly and finally. Carnage's face is silent 
sereanning in, norror at this violent finality. 

Sehtry does do this with effort. But he does it. 

3- SertUy tosses Carnage's ruined body £is1de like Its nothing but 
garbage and looks back down to earth. 
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PAGEB- 

1- Int The Rafl^same 

Luke Cage has pulled off tlie Ssritiy's thick stons ahd metal prisor cell door 
and smacks it right into tho back of Mr, Hyde's heed, 

Matt diving oui of ilie way. 

Jessica Drew is stepping over tha rubble on tha floor nnd is pointing to the big 
hole in the ceiling. Some moonlight pouring in. A beam of hope. 

There Is water on the ground trow. 

LUKE CAGE 

Ok, now we're talkir^! 

SPX: SmaslilF 

MISTER HYOE 

Aaarghl 

LUKE CAGE 

Arms, ieg&^ and a big'Ji''^&a(ing mouth... >ou I can hprtdiel 

JE££JCA DITEW 

At least now we have a way out. 

2- Sp[der-Won(]ar is grabbing an amazed Foggy by the arm with ono hand and 
the survivingS.H.I.E.L.D. Agont with tho other. She bgetting ready to take off. 
Foggy notices the growing ViSler on tile ground. It's up to their ankles all of a stidilen. 

JESSICA DREW 

Mr. Nelson, hold on^ I can fly a little, Tm going to gel you- 

FOQQY NELSON 

A little? 

JESSfCA DREW 

Little bit. Might take a couple of trie&. 

FOQQY NELSON 

Where's the watar eotning from? Are wc sinking? 

HYDRO-MAN 

(off panel) No' 

3- From bohind Luke and Matt, tha huge figure of Hydro-Man stops out of hb 
open cell and starts to bubble into □ tidal wave. 

HYDRO-MAN 
But you are drowning. 

4- BLACK AND WHITE .ZOOM SHOTI Some but tight black end white zoom 
shot. Hydro-Man snarls like Elvis. He owns the room, 

TVp& reads: 

NarriB: Morris ‘"Morrle" Bench 
Alias: Hydra-Men 
Biological liquid transformation 

5- BACK TOCOLOHf Slightly low looking Up, Ltiko and Matt's tired mouths 
both drop. This is bad 

LUKE CAGE 
Aw Crap... 


BENDI5; **Tlie cooJ thing about the iesuo was me and [editor] Tam 
Brevoort digging up ail tha names of tlie characters that would be in tho 
Raft, ajid finding, fike,. 4QitarTiGS of suporviibms who are all great viFlains, 
hut just haven’t seen the light of day in a few years. Hydro-Man was 
funny, because I was just trying to do a pile-on, We made a list pf all 
These villains, and I looked down tha list and wont, ^Okay, wo got Ml 
H yde, wo got Carnage—who would bathe worst one that you could have 
when you're in tho sub-base mo nt of a floating prison? Hey, Hydro-Man!'* 

FINCH; 'There was no pressure with this fight stuff, i feel comfortable 
drawing that kind of thing. I don't feel comfortobb drawing pooplo 
standing around page after page talking to each o flier. That's when I worry, 
that's when I think, 'Okay, peopfo are just gonna completalv nof care and 
walk away.' When I mad the scripts. I lova If, because Bendla^ dialogno Is 
so great, and you opra about the oha rectors. Out when I’m drawing it, ifs 
easy to kind of get a I hrle distance from that, and I don’t feel coinfcmble 
drawing that stuff anywhere near as much as I feel comfortable drawing 
people hitting each other.. Storytolling-typo stuff—1 try to work on that, 
but it's always been more of a struggle for me." 


BOHNS: "If aitydiin^ I would have had it more 
liksa typhoon itislde, but David did it kind of 1^ 
that slow^rising 'uh-oh.* His version was pretty 
acary too, I oaid, 'F -ln' ^rink the ceilings and 
dose 111 the wans,’ You can rtiirver go wrong with it 
and It really amps things up. Also, you'll notice 
DarsdavJI i$ appropriatoly fraakod out Thafs a 
subliminal trick You've got the Man WillioutFoar, 
and even though ha'snotyol^'Oh, fm afraid," ho!a 
looking tsrrlfled. And that kinds gets the reader 
to go, *0h, sh- H If the Man Whboirt Fear’s scared., .''' 

FINCH: This was a challer^. Pjrawing Hydro- 
Man initiafly was prorty oaay, but how the water 
woLid fHI up the room and affect the heroes was 
somothirgthati wasn^ sure about Forfu irately, I 
remembered that In 1990 or 1991, Marc Silvostri 
drewa sequence with Wolverine in the sewers of 
New York with all khnds of flooding and ovoiyttiing 
so I just opened uplhat stuff and swiped, [iaijghs]" 


FAGEe- 

l-Wide of the corridar. This furious angry "wavo 
takes Luko Cage, Mister Hyde, Jessica, Foggy, 
the lwo5.H.I.E.LD, Agents and everyone uf[ llieir 
feet. The entire tunnel is floodetl. 

6FX t whooosslili 
FOGGY NELSON 
Aa£gh! 

a- Small panel. Josstca is under thio swirling water, 
wide eyod, Tlifs isn't good at all,lTij$ is terrifying 

3- 5maJI panel, Jessica ^rabs Foggy's limp body 
underwater 

4- Kg panel. High looking down. Jessioa hsa ne^ 
grabbed Foggy with une band and the S.H.I.E.L.D. 
Agent with the other, and sfve flying riglit towards 
us right out tho hob tii& Sentry made in bis spec- 
tapular escape. 

SJie has Foggy by the bank of fils collar and the 
agent by the arm. The waves of water nipping at 
her heels-helping her fly actually, Tho vrintJ at 
her back. 

She is pushing horsell as hard as sho can, Sho Is 
giving It everything, gritted teeth. 

In the background, we see Mstt and Luke fight¬ 
ing the wai/es and being pushed fight up and out 
the top abng with the spiraling water. 

Everyone is being carried out with Hydro-Man's 
esoapo. 

5- Intr Raft main corridor- same 

Luke, Matt, Jessica and Foggy burst thrcudi the 
hole with a tboiisaind gallons of HydrchMan. They 
nnako it to tho ground to overyono surprise, the 
rushing water knocks a few erf Ihe escaping and 
nghring villains off their reer 
Giving Spidey and Cap, in the foreground, a 
minute to breathe. The unconscious Mr. hfydo 
also deadfiDps onto the new floor. 

It's a burst of water and even more chaos than 
there WAS already, 

GPX: focsshh 

6- Tight on Spidey and cap, both vary worse for 
wea r. They a ne both stunned tu see the other heroes. 
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PAGES 7 

1* Hug& panel across both pages. The NEW AVEMGERS are together- rrnnetly! 

From over Cap's fighting Bhcyiher, wIriE nf the room. The water is whooshing straight cut 
of the hole (n thacclllngr Rydro-IMan Is escaping anci taking a couple of his psis with bfm. 
But Matt Murdock, Luke Cage end Jessica Drew dive right into the fight with everything 
they have. 

Spidey is hqldtng hts broken arm and ktchirg Barhadus in th& back of the head. 

Matt Murdoch, shlrllcss, high split kicks tahlrig a couple of the Wreekipg Crew in tho 
neck with great karate. 

iessfea Drew is stinging the out ot The Crusader 

Luke Cage Is fighting by using Mister Hyde's unconscious body as a battering ram and 
taHIrrg out three villains at a time. 

Even though everyone is dirty and out of costume and hurt and wet and Moody, there Is a 
reel sense that the tables havo tairvcdn 

There's a real serose of eicilemenl In ll^e chaos. Desperabor havingturned to thrill. 

The harkiful ot armed S H I.ELD Agents are helping to, Some gratitiing Feg^y and pro- 
tecting him. 

But all the while any vlUafn that can hy or jump is crawling out of this and makings get¬ 
away. We imagine thpt of the ST villa ins that at least fifty are or have escaped through 
the madness. 

SPIDER-MAN 

Matt Murdock? What the tieli are you doing here? 

MAH MURDOCK 

You doing ok? 

SPIDER-MAN 

How do I look? 

MATT MURDOCK 

You flrapped your mask. 

GPIDER-MAN 

Yeah. 

MATT MURDOCK 

Not E great career move] 

JESSICA DREW 

captain America?? Not that frn not thrilled to see you! 

LUKE CAGE 

} ain't thrilled about any of thisl 

2- Captain America is punching Foolkiller unconscioiis as his shield swings behind him 
and clocks Dr. D^monicu^ before Dr. Demonicus can Jump on Dap. 

hthe foiegfound, SptdByln a lot of pain, ihwipaa wdboff panel. 

CAPTAIN AMERICA 

Does anyone know how this started? 

SPIDER-MAN 

No, thul you can blame me If you wanti everjcrie else will. 

SPXi THWIP 

3- Captain Americo leans around to catch hie shield but that teavas him open tor tne 
Wrecker to grab Cap by the neck. 

CAPTAIN AMERICA 

Doesn't moltert wo need to contain this and keep as many as we can from escaping! 
This is already a dlsaargliE 

4- Low looking up. The Wrecker tosses Cap, with shield, up in the elr with ell his might 
and launches him straight out af ana cf the giant holes In the celling. Cap Is heeding for 
the roof head firaf. 

Spidey arid the others are shocked to see Cap taker out and instantly seem unfocused. 
Other villains are also Hying nr crawling out of the hole, while others tight. 

WRECKER 

Hal 

SPIDER-MAN 

Cap! 

5- E?(t, Rah- night 

Cap Is ffying out of the bs s couple of villains fly by. Cap Is about to sre back down 

a nd land on the roof ot the Raft hard wh en.... 

6- Red metal el<?'"55 catch him under the arms. Cap is surprised to be saved. He looks up 
to sue who It Is that caught hlip. 

IRON MAN 

Hey Steve... 


BCNDI&Thisistfie first time yojsocthb 
new group of ttiQ Avengers ^1 on the ssme 
page. The itJoa is to have them all in one 
panel, all h^rgl^ovorythmgttiono is to 
fight for. There's hinid of 3 subliminal 
promtseto the reader, when there’s one hart 
fighting or The bottom level through most 
of 1tie issuosnd the other half on top. Thai 
tliov'T<3 gonna moor eventually, and hero 
they are meehag. You want it to look litre 
as soon as they got togethori fiomothing 
edeks. ForalofoffhBcharajciiers,h^thatas 
soon asthoy see Captdn America, Ihoy go 
‘phowf end gsta eecond wiiKt Rir ^ 
itls 'Look at this gnoupf Ifs mv job. hatdng 
tem the Avongors in half, to sail this Idea 
thafs ha&n in my head* when rm putting 
them hack togofher—this imago of this 
group, connected I n a hght" 

FINCH: I diilnT know what to do with this 
at all, mall/. Sometimas Baiidis asks for so 
much stuff! [lafigAf] And 1 don’t think he 
realizes haw iFs going to look on the 
wHh so much stuff going on. But that was 
definitely a place where he asked for a lot 
of stuff, and I really, really tried to get as 
much of It in aslcoiikl.l tfiinklnianagedtci 
get almost everything in there, actually, 
I do n't normally do ItHb (ayouts, but since 
I didn't know how Td handle this;, I did for 
this cue, I know I wanted to have the main 
fight goingon in Ihefbrc^roii nd of the panel 
and In The background hava Foggy sur¬ 
rounded by S.H.I.LLD.ngonfts like itcays in 
the script. I planrted It out hy putti ng Fuggy 
really small to the right, adding a horizon 
Ihc, puttirgCaptain Ameiica bigto the (aft. 
I draw 'em both in pretty tight, and then 
baeically drew ovorylhingelse. The other 
thing that I did th^ roally helped me was 
that I drew all the heroes first, beoause 
they Ye the most importam and the/re rtie 
figures that I don't want covered and 
obscured. Once they wero all In there, l drew 
In the villains arou nd Ihem, so I could make 
sure thoy didn't cover tho heroes. I didn't 
end up drawing myself Into a comer. TItat 
panel took a longtime. Maybe I could have 
skimped a fow thirgst [Laf/ghs] ” 


Brian Michaei Bendis is tfw onv-nian 
writing machine hsfiind Ultimata Spider- 
Man. the New Avengers. Daredevil, The 
Pulse dnJ Powers, Mark Baghyhas swung 
with Spltier-Man for years, firsT o/i Amazii^ 
atui then on Ultimate. David fittsfi cut his 
toefh on Top Co Witch blade and 
Aphrod ite DC before heading to Marvel for 
UltimatoX-Men antf New Avengers. 
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BREAKING 



BY SEAN T. COLLINS 


can't do this anymotcT’ 

That's wliat future Sttperman/Batman artist Ed 
McGulnness said after two weeks in corriimunity 
college. Bitten by the comics bug, he knew he had to become a 
professional artist—or dio trying- "It'a that dodication, that 
determination, that you need,” McGuInness says- "You gotta be 
married to your comics.” 

So what to do after the hotiaymoon is ovoi? WaVe askod 


so mo of Bio inefustry's top talents for their adYioo on everything 
yo« need In order to break Into the comic book bii, From 
assembling a killer portfolio, to networking at conventions, to 
dealing with editors and publlsiiers, fa avoiding the droadod 
Siren song of that PlayStation it's all hare. With a little luck, 
a kif of deter irvinatlon and the tips you'll find below, who knows— 
we may be asking yocr for advice In The Best ef Basic Training 
Vohmc 21 



'mar 


il 

i 
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SETITUP 


Even If you have shlllsthafd put Micfielangolo to shame, ife 
not going to bo easy getting your foot into the doer of your 
favorite publishing house. Wifti a thcuoand others vying for 
the sanie|ob as you, it all comes dawn ta disciplino. good habits 
and a strong work ofhio- flowcomore to the industry often fell 
victint to tha same pitfalls and problems, leaving tfie sadder but 
wiser cld-timors shaking ibeir heads ruefully about what might 
have been, "A lot of times guys will run off of rawtalont but and 
up not doing anything with it ” says McGuinness of these 
€oulda-boon contondero, "Solfishly, I get mad at those guys, 


bocaueo I want to see more of thdr stuffl" 

if you're looking to take a preempttvo strike against 
laziness andJatenesa, €rmn Lanteftr: B&birth arttat Ethan 
Van Sciver has one simple bit of advice for you; “Don't buy 
a videogame console. You might aa well acquire a drug 
habit, fio-th would be equally doetructivo to your goal of 
getting pages done on time. It^s that soverer Okay, so 
maybo he's exaggerating a Nttle, but even If Hah isn’t 
heroin, lt*s paramount that you make your aft your first 
prioritVi oven when yuuYe just starting out. 
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PORTFOUIOPERFECTION 


You 3wmf a mean pencil, You can ink with the host of 'am* NaiutaJly, you wanr to put together 
a portfolio that raaUy shows your stuff. But how? 

The first step, say our exports, is to a\roicl the temptotiori to throw in overythingyou’ve ever 
drawn. Marvel Assaciats Editor Andy Schmidt points our Thar edltars are an owerwarked bunch, 
whether they^re review! ng mailed-in submissions Or handling portfolio rcnd(wraatconvfliTrions, 
so a po rtfol I a orantmod to the gil is i e j ust too ti me-cansuming tn wade through. *S ho ner 
Is deftnltety better* Schmidt advises. You may be really proud cf a great piisccyou 
did in art class years ago, but if it doesn't look anything like the way you're 
v/o rking now, it doesn't belong In your portf ol io. Stick To a small 
hut solid CO I lection of your best recent stuff. 


BACKTOBASICS 


And make sure that art highlights your full range as an artist, too, 
partlculBriy your ability to tell a story in pictures. "Storytelling 
Is a lost art,'* muses Frank Cho, artist on iiterfy AteadPivs and 
Shanns, the$t}9-D9\^il. "A lot of the nawor artisls coming In are 
negtecting it for more flashy stuff. So don't have a porTfoile full 
□f pin-ups, Dr of two guys punching the crap out of each other" 
Instead, Gho suggests, a convetsetion piece where 
people are sitting arouitd lalking^ then tranaitien It to a walk In 


the park. Evoryda/t mundane stuft shows the editois, the 
writers and the readers that you can tell a story visually” 
Gamploa that display yeur grasp of the basics are key as well 
"Every convention 1 go to there's usually a dozen or so art students 
who want to break Into the industry," Choeays. ^'But when I look 
at thoir parttolios, their anatomy is non^BXlstant and their 
perspective is flat. Siire, your portfolio may have oome weird, 
crazy, ourrcalistic imagee, but you can't use that in a comic book." 
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ASTONISH 'EM Tfl wow editors, develop a 
uni<tuo stylo like John Cassaday doec or 
his pinups and sequential panels (right). 


BE 

YOUBSELF 

Einallvi remember that your 
portfolio should ropresent you, 
not your love for the hot artist of 
the day. "Enjoy yout influonces,'" 
says Astonhliifig X-Men artist 
John Cassaday (whoeo work is 
shown here), "but don't let them 
rule the roost,’' ExMachmefn^ Tony 
Harris warns, ”Stay away from 
aping someone elsB. Most of tlw 
cats working in comics now have 
got a really specific Inch to their 
stuff, and It's so easy to 
recogiiizo, You don't want to steal 
someone's thunder by ripping 
thorn off." W/gjbfCfawfor artist 
□arick Rahortson agrees; "My big 
mistake earfy on was that I alEowod 
myeolf to be influenced by trends 
raffierthan following iny Instincta" 
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BREAKINGIH 



CONWITHTHESHOW 

All right, yoLi'vc assemWed a pretty swoot portfolio m which your 
best work is oitdispiay. Now all you need to do is got it in the right 
hands end in front of tho right eyes, The best place to do that, of 
course, is at a comic book convention, where fans, pros and 
pLiblishors mix it up more often than the X-Man change outfits, 
'1 truly think showing your work at a convontion is tho best 
way to break in," Ca^saday asserts, ‘'It’s what I did. More and 
more, convent i one are usod as toofs in tho job of editor to find 
new talent,*^ Indeed, superstars like Marc Sitvostri and Michael 
Turner landed their first professfonal gigs at tho very first 


cons they attended. 

McGuinnosfi is on the same page when it conies to ths 
personal touch cons provide, *'lf you can show your portfolio 
to an editor in person, thafs an extra mile that you can't run 
by e-mail," he says, "You could bo the host artist arourtd, but 
If you're the best guy in an inbox of 100 other submissions, ifs 
probably not going to got soon, But if you're tho boat guy on 
line at a convention, you could be tho ray of light for that 
editor on that day. end ho*s just gonna say 'Wowr-hocause 
ymiVe righrihoro." 



MEETA HDCBEET 

Secrnrartlst Stevo McNiven proachos tho 
power of cons tccause of the feedback they can 
provide, "Go to convonfions and show your work to 
as many people as you can,'^ he says^ Including 
editors and any professional artists in attendance, 
"Get advice, fallow through on it and conto back next 
year,* McNiven odvlsos, rersistentB can payoff. 

It also helps to talk to tho right people, so while 
you're there, don’t forget to make nice with cemlcs' 
great gaTokcepors, tho Assistant Editors, "Vour 
assistant ed itor Is the person you sh uuid fa o kin dost la," 
insists Robertson. "They have the hardest job and will 
deal with you marc than you deal witli an editor. Tho 
better you treat them, tho easier your job will be. Plus, 
today's assistant editor is tomorrow's full oditor!” 

No matter whn you shake hands with, remember 
you can make an improceion just by facing poNto and 
professional, "Have you SEEN your average comic 
book artiot lately?" jokes cover flitist extraordinaire 
Gieg Horn, who says that behaving in a businocsilko 
manner can give you a leg up on the compaTltfon and 
impress the pros you moot. "Bo polite, you know?" 
adds Schmidt, 
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IMTERNALATFAmS 

Tire hubbuh of a cor vention isn't Hie only way to ^ your name—and art- 
in front of Hie right pooplo. Thoro are many tried-and-true ways to fiay 
your dues In itie Industry bafore gening Thai big broah from The Big Two. 

Ofie of these is interning at a comics publisher or artiefs studio. 
you'ro lucky enough to became familiar with someone who's a pro. or 
if you intern with a studio^ that's the route to take," says orfisi Tony 
Harris. ** You're gonna bonofit from their experience and their knowleilgE. 
ft's easier to eventually make the segue into getting yeur own work." Most 
publishers and studios post Information regarding intarnship 
possibilities on their websites. Chech 'em out* learn what they're 
looking for, folbw their guidelines, send in your resume and doir't bo 
afraid to followup (politoly, of course) If you don't hear back right away. 


INDEPENDENTS’DAY 

If you're ready to be published righr now. though, try the Independent 
comics circuit. Coni panios like 0 mi, Slave Labor and Top ShoH aro always 
on tho hunt for fresh new voices, many of whom eventually go on to 
mainstreaiTi sitpersiardom like Joe Linsner did with Dawn (pictured 
right) - “Work in tho indopondort market, for as long as it takes" says 
Eihan Van Sebmr 'The sm^l press islike playing in your garage wlien you'rc 
in a b^d, and it req uiros the same diligence,” Subm issio n gu Idol in os are 
usually found on company websHos. so loam whar they want—if tliey're 
after already-finished offbeat black-and-white autobio cortlicis, your 
opio soi-fi Borlos pitch probably won! mako the cut. Rnally, the 
internet presents a variety of affordable self-publishing options. 




DItAWN TO STABPOM With a little 
talent and a lot of perseverance, a 
comic career could be yours. 


SUCCESS! _ 

Trying te break in can be tong and frustrating, but a career in 
thia inerodiblo medium is wall worth tho offort. “Be positive 
about doing this," Cassaday encourages. ‘ Tellitig stories and 
getting paid to do itb as fine of o thing as you could do. There's 
lima Oise you could ask for In a profess ion And the moment 
you land that internship, gel that great portfolio roviow or 


pubiioh your fti^t smalt-pro ss beck, you'll roaliz« it, too. ''Just 
tJilnk,“ says Horn, “overytime you feel like giving up* a whole 
mess of other artists also considcrod...andgavo up. So all you 
have to do is hang in there, and sooner or later, while everyone 
else is quitting, you'll rise to the top!” 
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BECAUSE YOU DEMANDED IT! 

CDllectIng 14 years of the award-wimiing art lessons from the paga$ of 

WIZARD; THE COMICS MAGAZINE 


Start wifli the basics That every artist 
needs te buiid from, with step-by-step 
tutoriais by MICHAEL TURNER, ADAM 
HUGHES, KEVIN MAGUIRE £ mofo! 




Take your art to the ncKt level j^. 
with advanced traiaing and pro 
ftps by GREG HORN, ART ADAMS, 

FRANK CHQ & more! 


Refine your skills with exciting figure 
designs and dynamic storytelling 
lessons by JIM LEE, GREG LAND, 

M IKE Wl ERIN GO & more! 



TOOLS OF 


TRADE What you need to start ilrawing now! 


* SAMPLE SCRIPTS Piityourskills to the te$t with actual comic scr ipts 
from awerd-winning writer Brian Michael Bendis! 

• build a PORTFOLIO Turn your arTisTic hobby into a fob in comics! 

WIZARD’S ULTIMATE RESOURCE FOR 
ASPIRING COMIC BOOK CREATORS 
























































